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I. INTRODUOTIOB 
The yelll'e since 1922, when Miss Gullan presented the first 
veree-epealdng choir to an audience in Scotland, have seen a steadily 
growing interest in this new type of speech activity. Strangely, 
however, ita development has been greater in Europe than in the United 
States and in the western section of our country than in the East. 
The following pages attempt to give a clear idea of what choral 
speaking is; how the movement has developed and upon what it is baeedJ 
how the work is carried on and with what results. Methode. oi' teaching 
poetry in the claee room havo been investigated in an attempt to die-
cover whether choral speaking oan be used by the teacher to inject 
new meaning and beauty into the study of poetry • --a study regarded 
with indifference or positive antagonism by many students. No apology 
need be made for investigating aey endeavor llhich promisee to renew 
and revivify the whole field of poetry for the boy11 and girls in our 
schools. 
Since the ultimate aime or the teacher of literature are the 
same irrespective of the age of his students, and since the fundamen• 
tal principles for the effective uoe of choral speaking are the same 
tor all ages, this study is not restricted to aey one age gl"oup. It 
deals with general suggestions which may be adapted to the individual 
problems or aey instructor. The valuable contribution of chol"ic 
speech to the training of an effective speaking voice and the i'ol"ming 
of good speech habits is conceded at the atal"t. It11 value 1.n the 
• 
• 
teaching or poetry is the problem whioh is the ohief oonoern of 
this thee1a. 
In a book publ1ehed in 1936, Marguerite Deifitt wrote that "at 
preeent there is no detailed history or bibliography on chcrio work."l 
The following year, Cecile de Banke included in her book and ex-
cellent liet of referencea.2 However, this liet was not entirel1 
complete, the chief emission being the magazine articles and papers 
which have been published on the eubject 1n recent yeare. Following 
the general bibliography for this thesis, there is to be found a 
comprehensive list of available material which deale specifically 
with choral speaking. It is ~ sincere hope that others interested 
in the work will find this compilation of value, 
1 De Witt, llllrguerite Eo, and others, Practical Uethods 1n Choral 
Speaking, footnote, P• 2. -
2 !!!!, ~ .2£. Choral Speaking, PP• 211·13o 
2 
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II. WHA'l IS LlEA1lT BY CHORAL VERSE SPEAKING 
The expresa:l.ona, "aboral apeak::l.ng, 0 11ohor:l.o speech," and "verse-
speaking oho:l.r, 0 are praot:l.oally ayn~oua and are used interohange• 
ably 1n referring to this type of aot:l.v:l.ty, wh:l.oh several writers 
have defined in these words• 
"Choral speech :I.e an artist:l.o form of expression of a group'e · 
interpretation of a p:l.eoe of l:l.terature."l 0 A verse oho:l.r attempts, 
l:l.ke a I!Dl&:l.oal one, to 'perform' the poem by the a~ud:l.ed unison of' 
voioea. 112 In choral speaking "we are eetabl1ahing ourselves ae 
nothing lese than interpreters for the poets."S It :I.e "an art form 
in the realm of speeoh.n4 
From these definitions :l.t :I.e evident that it :I.e not a modern 
rev:I."V&.l of the old-faeh:l.aned oonoert rea:l.tat:l.on for that was merely 
the parrot-l:l.ke repetition of words without any though-t as to inter-
pretation. Neither :I.e :l.t the aonaerted reo:l.tat:l.on of "memory gems, 11 
for in aboral speeob work the memorisation :I.e praot:l.aally automat:l.o 
and thus a pleasant aot1v1ty instead of a bore. Again, :l.t does not 
aim at so-oalled "eloout:l.anary0 effeots and artlf:l.o:l.al chanting whioh 
but obscure the meaning. It has as its basis the fundamentals of 
1 Do \iltt, t:argusrite E., and others, !!E.:. o:l.t., P• 177 • 
2 Overstreet, H. A., ! Guide !!!, C:l.v:I.Uzed Loafing, P• 60e 
3 de Banke, .!:!1!!. o:l.t., Po 179. 
4 Horn, John Louts, 8 fhe Speeoh Chorus• An Exeroiee in General 
Esthet:l.os," ~English Journal, H. S. and Colo Ed., XU (June, 1980), 
P• 4'(9. 
• 
• 
oorreot and effective speaking. "Voice control, suetainod and di-
rected breathing, exactness and nicety of enunciation, are requisite.ns 
It is a cooperative activity, a combination of ideas of the members 
and conductor. Above all, it is an artistic effort on the part of 
a group to interpret poetry together. 
Definitions at best are va~e• the best realisation of what a 
speech choir ie capable of doing oomee from actual observation of 
one in notion and, better still, participation with a group. One 
American writer, after hearing. a Spreohohor in Ge~, records hie 
lmpreseiclne of ita 11It is as if one were reading poetry very 
splendidly, indeed• bringing out the rbfthm, the general flow, and, 
above all things, undertaking to create the mood of what is being 
presented. nO 
The following chapters will amplify what has been said here 
about the essence of choral speaking, and will give a clearer 
conception of what 18 meant by choral verse speaking. 
6 Gullan, l.!lll'jorie, and Percival Gurrey, Poet17 Speatdng !2!., 
Children, ~.!,. P• 2. 
6 Ibid., P• 478 • 
4 
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III. VAL'OES AliD ADIS OF CHOBAL SPEAKDiG 
The benefits toward which choral spealdng e.imal ~ be considered 
under three olassifioatlone,-•aooial, artistic, and educational. Anw 
of the three ~be the immediate objective but the others will be 
realised as by•produota. 
The verse choir does immsasurable good to the timid person who 
loves poetry but is too aelf•oonsoloua to speak it alone. As one of 
a group he loses his timidity and gains a deep eatisfaotion in ape~ 
ing the poetry and in joining in a cooperative W!l¥ with a group in 
an artistic aotivity,l He gains oonfidenoe by being just one in a 
group and this ooni'idenoe will carry over into other activities. 
This is reoogniaed by p8yohologists who olaae it with country 
dancing and community singing a8 a valuable aid to eoolal o.dju8tment.2 
Dr. Harry Overstreet eayea 
To join with othera in the rendering of a great poetlo experience, 
as when, with a group one read81 'I will lift up mine eyes to 
the hills wherioe cometh my strength' J or 'I lllllst go down to the 
88ae again, to the lonely sea and the aky1--thie is to feel oneself 
swept into a oneneea ot life that la well worth the having.& 
The artistic values are twofold. 11\'fe cannot join with others 
in speaking tine literature without incorporating within ourselves 
some of the greatness which belongs to lt.n4 This is a lasting value 
1 Gullan, ~rjorie, Choral Speaking, P• 1 • 
2 de Banke, Cecile, ~ ~.2£. Choral Spea!dng, po 24o 
3 !_Guide~ Civilhed Loafing, P• 61. 
4 Gullan, ~ oit., P• 8o 
• 
• 
beoauae oven if the individual never speaks poetry again after leav-
ing the choir, he will not forget the artiatio experienoe in which 
' 
.he has ehared.s Not only is the lite of the participant enbiohed, 
but the choir brings to its hearers a new revelation of the beauty· 
and meaning of the beet poetry. 0As a method ot artistic expression· 
it oontaina possibilities of renewing and vivif.'ying the whole art of 
poetry.06 
Educationally, ohoral speech ~ have aa ita objeotive either 
speech training or poetry appreciation. Uiaa Gullan feels that both 
are worth-while enda.7 It provides a pleasant, enja,rable way of 
practicing correct speech habits and instilling an °attitude ot 
respect, loyalty and reverence toward our beautiful English language," 
setting up as an objective an "American speech that is pleasing and 
agreeable, rather than harsh or strident, rauooua or nasal.n8 Ita 
advantage over regular speech classes is that a large number ~ 
benefit from the inetruction at the same time thus effecting an 
soon~ ot time and effort. In addition, it is something which young 
and old enjoy doing. 
One of the moat heart-warming effects of the work ie the 
heightened love of poetry which is ita result. It comes trom keeping 
6 Ibid., P• 2. 
6 i3ottomley, Gordon, quoted by Elizabeth E. Xeppie, !h!_ Teaching 
.2!, Chorio Speech, P• 6 • 
7 Gullan, loo. o:l.v.-, 
--
8 Meader, Emma Grant, Practical Methods 1n Choral Speaking, Mar-
guerite De Witt and others, P• ll4o 
6 
• 
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I foul' art1stio values 1n mind when epealdng ney ld.nd of verse. lUes 
Gullan calls these valuee "the foUl' M'a.n9 They are:the movement 
of the words, the mudo of the worde, the meaning of the worde, and 
the mood of the words. Approaching poetry via "the four M'•" will 
give the student an insight into rhythm, rhyme, the poet•e meeeage, 
and the poet'• mood,--a mastery of which will enrich a~ one's poetic 
background. "There ie, in thie dietinotive technique of oral ex-
preaeion, a form of activity of unquestioned aid to those who are 
anxious to come into oloeer coincident thinking and feeling with the 
literary wol'kB whose particular message and mood students wish more 
thoroughly to underetand.nlO 
Mise Carrie Rasmussen, an experienced choral choir conductor, 
summarizes the manifold results of the work• "The children prize 
the verse which they have shared with one another, and which they 
have seen tal!v on a new life and a new meaning ••• • They are 
thrilled with a new understanding and realization that poetry can be 
re-created into a living, pulsing thing, fairly running through 
their veina, and they ask for more and more.nll 
9 Gullan, Marjorie, and Percival Gurrey, Poetry Speaking ~ 
Children ~,!. P• 6. · 
10 ThOllllls, Charlee Swain, Introduction, de Banko, ~cit., P• 12. 
11 De Witt, Uar:gUerite, and othere, ~cit., P• 86 • 
7 
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IV • THE ORAL QUALITIBS OF POETHY 
Before examining the more technical aepeote of choral speaking 
(euoh ae the history oi' the movement and methode used), we shall 
briefly consider the essential nature of poetry in order to deter-
mine to what extent it lends itself to oral expreaelon by a group ot 
epeakere. There ie little reaeon tor advooating a particular t,ype 
of poetry activity 1t that activity does violence to the epirit ot 
poetry. 
Poetry had ita beginning long before the daye. of printing. In 
ita earlier forms it wea kept alive largely by means of oral trane• 
mission from the poet to his hearers. Some of theee early poems have 
been retained until the present time and are numbered among the 
world's truly great poems. 't'hue poetry wea "a matter for the ear 
before ever printing made it a matter for the eye," showing that 
"part of the meaning and eignifioance of a poem inheree in its eound."l 
The written or printed wordshavecame to convey a fairly accurate 
idea of meaning• in addition, they are the symbols of eounde. Theee 
symbols, "although originally received by the eye, • • • are handed 
over to the ear, are interpreted by the auditory sense, and take 
their final lodgement, not at all aa conceptions of eight, but aa 
ocnceptione of hearing."2. This tl'ansfer of a eight impreeeion into 
an auditory impression must aocomp~ the silent reading of poetry 
or elee part of the meaning and moat of the emotional appeal will be 
1 Nichols, Wallace B., ,'£!!!. Speaking ~ Poetry, P• vii. 
2 Lanier, Sidney, ~Science .!!!. Enr;Ush Verse, P• 22. 
• 
•• 
lost. If the poet has Y~itten skillfUlly, the "sense of hie words 
will build up an intellectual harmo:ey, and the sound of them will 
. build up an instrumental harmo:ey, n3 both of which are essential to a 
real grasp of the poem. 
Sound ot words will have a meaning of ita own in post17, not 
to be given in au:r other ·118¥ and the manning that is ordinaril¥ 
· conveyed in the sound ot words will prove capable ot a aubtle · 
expansive reverberation, which seems to detach itselt from the 
sound and go summoning images and feelings from remote regions 
of the mind to coms·and share its life.4 
Untortunately, most people are eye•minded when it comes to poetl'y'J 
. they get the meaning of the words but lose entirely the meaning in• 
herent in the sound of the words, thus losing muoh ot the poet's 
artistry as well. "There are, of course, eXperts 'Who oan read 
eilently and yet he.ar all the tones and overtones of poetio oompo-
-
, sition, just as Beethoven oauld read the soore of a sympho:ey and 
hear in his mind every instrument in the orchestra, but these people 
are exoeptiona1."5 There is a difference in language that ill heard 
and that which ie imagined or thought. Doth convey a thought but 
language heard has the .added advantage of being able to appeal 
directly to the emotions, through its sensuous quality of sound, aside 
from its thought oontent.6 "Poetry iii a verbal legerdemain in wbioh 
3 Abercrombie, Lll.eoellea, !!!!_ Theory ,2t Poetry, P• 111. 
4 Ibid •• P• 117 • 
5 de Banke, Ceoile, !!!.!?. ~.!!£Choral Speaking, P• 25 • 
6 i Chilton, Eleanor Carroll, and Il8rbert Agar, The Garment of 
!Praiee' !!:.!. Iieoe~sity ,2t Poetry, P• e. - -
9 
• 
• 
.. 
the ear is quicker then the eye. The poem on the printed page is 
only half' alive when it is not soundeda it needs all the oral 
values, every shade ot music, every nuancie of vowel and consonant. n7 
"llental hearing .ls never quite as good as actual hearinga t.he sound 
of' poetry is always more impressive and e;xpreseive when it is actually 
eounding than when it is imag~.n8 
l.lusic and poetry ·are the two arts of. eound. Both make use of 
r~hm, tune, and tone color. Their difference, stated soientif~­
oallyt is the difference in the scale of tense used 1n music and 
that used b,v ~ human voice. The eoale used by the human voice is 
far more flexible and complete than that used 1n the art of music, 
therefore is capable of greater expression.9 Just as a musical 
score is a lifeless, inarticulate thing to all but the expert who 
transfers the black notes into manta1 music, "a poem is not truly a 
poem until it is voiced by an accomplished reader,nlOit "does not 
exist until it is read aloud, any more than music exists until it is 
playsd.nll 
Dr. Overstreet comments on the f'aot that the enjoyment of poetry 
is rarsJ he feels that perhaps it is because most people do not know 
7 Untermey~r. Louie, and Carter Davidson, Poetga .!!:!!. Apprecia-
:!:!.2!!. and En.1oyment, PP• 4.88-89, 
8 Abercrombie, .2!2.:.. o 1 t., l? • 163. 
9 Infra, Chapter V, "The Voice a Kuaioal Instrument." 
10 Corson,. Ilirom, .!!!!_Voice 2 S£_1ritual Edu~ation, P• 30. 
11 Chi.lton and Agar, .21?.!. cit., P• a. 
10 
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how to read poetry together, "It can be done, 11 he says, "and in wcye 
that add greatly to the beauty and power of what is read.n12 Choral 
speaking offers an opportunity not only of reading poetry aloud but 
of sharing this ezperisnoe with others. '!'hie revival of interest 
in the ohoral reading of poetry ie evidenoe that ~ people are be-
ginning to realise that· poetry is meant to be epokl!!nJ that it, like 
I!Dleio, I!DlSt be sounded in order to get the maxhnm pleasure from 1t,l3 
12 !_Guide ~Civilized Loafing, P• 49. 
13 'liills, Alioo w., Praotioal Methods ,!!: Choral Speaking, Mar-
guerite De Witt and others, P• a7 • 
11 
V. THE VOIOE A L!IJSICAL IHSTRmiEliT 
A brief discussion of the manner in wbioh the human voioe 
i'unot1ons will ~~lake the following olul.pters of more interest. If we 
think of' a verse choir as an orchestra, poetry· would correspond to 
the music and the voices would be the instruments. 
The human voice ie in rea1i ty a musical instrument of the wood-
wind class. The vooal chordsare the thin reeds whose vibrations 
cause the sound, and. the mo1.1th and throat are the tube through Vihioh 
the varying vol~.~me of air passes. An orchestral wood-wind instrument 
derives its tone color from the size and shape of the tubeJ vocal 
tone color ill produced by changing the size and shape of' the m01.1th · 
in speald.ng.the vowels·and consonants. "For all purposes of verse, 
words are unq1.1estionably musical sounds produced by a reed-instr~.~ment 
-•the human voioe.nl 
The human voice as a musical instr~.~ment is more versatile than 
8.'D:i! man-made instr~.~ment. ~ one instr~.~mont in an orchestra has its 
own peculiar tone personality and eaoh variation in pitch retains 
this individual tone-color. For example, a violin and piano retain 
their oharaoteristio .tone-color even thol.lgh sounding exactly the same 
note. The humnn·voioe is capable of producing a large variety of 
tone-colors · simply by changing the shape of' the mouth and throat in 
1 Lanier. Sidney, The Science ~English Verse, P• 49. 
• 
• 
speaking the Vowels and consonants which make up wordls. Printed 
words are but the notation indicating the tone-colors of the human 
speaking voioe,--a n~+~tion which music laoks,2 
The speaking voice is superior to the singing voice aa a 
II!Bdium of expression, fo; lihUe the average untrained singer has a 
range of from one to one and a quarter octavea, the speaking voioe 
haa a span of about three octavea.3 Another advantage wbioh the 
speaking voice has over the singing voice in expressing the complexi-
ties and delicacies of poetry is a greater variety of pitch. The 
aemitone is the smallest interval used by the singing voice, but 
the speaking voice uses fivs--and perhaps more--gradations of piteh 
within eaoh aemitone.4 
Proficiency in the uee or the voice oomee as the reeult of 
training and practice the same as proficiency in ~ other musical 
instrument, The speaker who attempts to cive artistic vocal ex-
pression to a poem without proper training, even though he has made 
;l.ts IIIBBBage hie own, ie like a musician who knows his piece very well 
but whose instrument is out or tune,6 
Some people feel that an indiv;l.dual will read. well if he enters 
into the spirit of the poem and then reads naturally •. This would be 
2 Ibid., P• 62. 
3 deBanke, CecUe~ ~ ~ .2!_ Choral Speald.ng, P• 43 • 
4 Ibid.., P• 29. 
° Corson, Hiram, The Voice ~Spiritual Education, P• 10. 
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like telling a "olumay, stiff-jointed clodhopper~ that he will 
,dance 'llnlll if he entera into the apirit of the dance and then does 
it naturally. "The more he miGht enter into the spirit of the dance, 
the more he might emphaaize his atiff-jointednees and his olod-
hopperiahnesa."6 It entering into the spirit of a poem and feeling 
its musio personally inaurea an artistic oral reading of it, then 
the poets themselves would be the most proficient of interpreters. 
eapeoially of their own verae, but aoma of the most musical of the 
poets were very poor readers. Jle Qil.inoey said that Coleridge nhad 
neither voice, nor management of voicenJ Byron read. in a sing-SongJ 
Poe is said to have been an uninteresting and monotonous reader. 
These men undoubtedly wero sensitive to tho malo~ in the verses 
they wrote but they lacked the necessary vocal training to give 
adequate oral expression. "A poet's organa of speech are as likely 
to be rigid and ubmanageo.ble o.s those of a boor, and in auoh case, 
no degree of imagination and feeling will render them flexible 
without special oulture.n7 
'l.'raining muat be based on the natural speaking habits. but the 
natural voice "needs added range. flexibility and power if it is to 
be able to convey the infinite varieties and subtleties which are 
inherent in tine poetry. 118 This does not mean that we muat 
• • • assume an eooleeia.stioa.l mode of delivery or a mournful 
and dirge-like voice, and it certainly does not require a melt-
ing tone of honied eweetness. But to read poetry well • • • 
6 Ibid., PP• 14-16. 
7 Corson, Hiram, ~Essay ~~Study !?!_ Literature !!'!!~Vocal 
Culture. PP• 33-36o 
8 Gullan, Marjorie, ~ Speech Choir, P• 11. 
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neoeseitate11 thfl complete expression oi' the full meaning oi'. the 
thought and emotion pre11ented to us by the words--a.p/expression, 
tbat is to say, not only oi' the thought, but also oi' the power 
or the delioe.oy, the vivacity or the tranquility, the gaiety or 
the solemn:!. ty, demanded :!!l_ ~ .E_oem. 9 
T)lis {l\:;g:mession of the thought and emotion demanded by the poem 
ill based on the fundamentals of good speeoh. Theee are ( 1) how to 
breathe and control the breathJ (2) aooure.oy of pronunciation of 
vowels and oonsonantsJ (3) resonanoeJ. (4) flexibility, volume, range 
of tone. A working knowledge of the techniques of epeeoh. plus the 
epeakerle own °love and appreo:l.at:l.on," and 0 the eatiefaot:l.on and 
the joy of voicing, will enable him. to communicate these values to 
his aud:l.enoe.nlO 
9 Gullan, Margery, and Percival Gurrey, Poetry Speaking !!!!:, 
Children, !:!!:i!,. PP• 1 .. 2. . 
10 Keppie, Elisabeth, !!!!!.. Tee.ohing ~ Choric Speech, P• 13. 
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VI. HISTORY OF CHORAL SPEAKI!iG 
A study of' the early beglnnings . of' poetry reveals the interest-
ing taot that it was e. ool!li!1Ulll1l activity rather than the work of' one 
person. Concerning the beginnings of poetry, Francia B. Gummere 
ae.yu 
Poetry, like music, is socie.lr like its main f'e.otor, rhythm, it 
is the outcome of' ommm•nal ooneent, a fe.oulte d'ensembler and 
this should be writ large over every treatise on poetry, in 
order to draw the mind of' the render from tha.t wa.rped and ba.tfling 
ha.bit which lookS upon all poetry ne a solitary performance. • • • 
'"Jinldng mus1o" mea.ns in the primitive world perf'ormill,ll, not 
listening,' a ata.tement which applies e.a well to poetry.l · · 
Not only was primitive poetry a communal tiling but it was composed 
for oral use and was kept a.live by ita oral communication. It was 
often inspired by an. emotion or need felt by the whole tribe, and 
thus became a OOllll!!UI\!1.1 e:~tpreesion. The five moat frequent uses of a 
choral ritual.werea2 
1. To praise, propitiate, or supplicate the deity, the earliest 
recorded of which are the penitential psalms of the Ohe.ldee.ns, the 
IIIIUltraa of' the Vedat~ 1 and a large number of the Hebrew psalms. A 
present-day eurvival is to be found in the li~ of' the Episcopal 
C~uroh. 
2. To in11ite warriors to valorous warfare, a survival of whioh 
1e to be found among primitive people in South Africa and the Pacific 
Archipelagoes, and among the American Indiana • 
1 ~ Beginnings ~ Poetry, P• 101. 
2 de Banke, Cecile, ~ ~ .2£. Chora.l Speaking, PP• 18-19. 
• 
$. To oelebrnto victory 1n battle, an excellent example of 
which 1a the Song of Deborah,!! Another Hebrew song which grew out 
of the common emotion of triumph was the song which the maidel;lll sang 
when David returned from the &.laughter of', the Ph111st1nes,4 
4. To taunt the vanquished~ a s1mllnr survival of' which is 
found among the Indian braves of' the Southwest who taunt, not the 
vanquiahed 1n battle, but the bachelors of' the tribe. 
6. To lament the dead, of' whioh perhaps the most pori'eot ex-
ample ia David's profound lament for Saul and Jonathon,6 
·One infers with:great probability that death, and the resulting 
expression of' oo1!1!Tllmal grief 1n oho1•al song and danoe, had muoh 
more to do with earlieat forms of poetry than even the erotio 
impulse. • • • The importance of the love-lyrio, now ov~rwhelming, 
and lllllinly an individual outburst, yields 1n pr1mltive life to 
the importance of the ohoral vooero over a dead olansman,6 
In Syria today is to be found an interesting survival of the lament 
over the dead for the rites and songs of mourning performed by the 
women ller their dead are startlingly s1mllar to the ones seen and 
heard by Jeremiah centuries ago. 7 
3 Judgets 6. 
~ 1 Samuel 18• G-7. 
5 2 Samuetl lal9•27. 
6 Gummsre, .!!f!. oit., PP• 238-39, 
7 Ibid, 1 P• 226, 
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'rhe Gregorian Chant or Plain Song is a link in the ohain 
bonneoting primitive form$. of oOmmunal.epeaking with the modern 
' . 
):'evival of ohoric, epeeoh, One effect of the blending of many voioee 
in epealdng is the "prolongation of the continuative tone, which,. 
undel." the influen!Je of J!lB.SB emotion and strongly aooentuated rhythm, 
develops into so~t~ng approximating to chant or. reoitati~. "8 This 
effect was respon~ible fer the chant which ia so closely associated 
with the ChJ'istian obnroh. The chant as hea):'d in the ohu.roh is not 
ohoJ"al speaking, however, although they are related, 
The beauty and distinction of the Gr-eek drama at ita best was 
the ohoru.e,--a ohorue not kept in the background and kept an incidental 
part of the develOpment, but a very important par-t of the play. It 
was important eno!lgh to have two-thirds of the space 1n the theater 
for its action, and waG ~:~upported by wealthy men as their tax to the 
~:~tate,9 The earlier dr8lll8G were made up largely of reciting ohoruseaJ 
~:~oloists were added later but the chorus retained an important:.plaoe. 
Ae~:~ohylue 1 in "The Suppliants, " had a choru~:~ of fifty maidene a~:~ the 
chief actor, "Some portion~:~ of the play called for their speaking 
in unison, some portions called for part speaking, and some for an-
tiphonal speaking, This chorus speaking gives us the source of 
·modem choral verse speaking. nlO 
8 de Banke, .2E.!. oit., P• 19, 
9 Fogerty, ElBie, ~Speaking.!!!_ English Verse, PP• 98•99, 
10 Kepple, Elizabeth, ~~~aching~ Cborio Speech, PP• 9-10, 
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Evidences of the oc>mmunal spirit of poetry dUl"ing medieval 
times are shown in the singing and dancing of the ballad. Minstrels, 
troubadOUl"s, and mtunesingere traveled from place to place improvising 
their vigorous songs to fit the occasion and audience •. The refrains . 
• were recited by :the whole group .and were often aocempnnied with a 
rhythmic bodily response. 
The poets from earli(lat times have be~n writing verse intended 
for group rendition, This fact encOUl"agea the belief that for the 
centuries nwhen choral speaking, as ·an art, was lost to all but 
primitive, rustic, and monastic COitllll\Ulitiee, there was a continuous, 
even if unconscious, attempt to restore it to the supreme position 
it held in the cultural life of ancient Greeoe.~ll Further oon-
tributing to this belief is the faot that the poets have been largely 
responsible for its modern revival. 
Soon attar the beginning of the twentieth century, William 
Butlel' Yeats and. Vachel Lindsay experimented in e.n endeavoJ' to 1'1nd 
a suitable musical setting for the reading of poetry. Mr. Yeats 
solved the problem fol' himself by using an instrument••"half-psaltery, 
he.lf-lyre"-that. ciont!lined nearly all of the intervals of the speakl-
ing voioe. He felt this accompaniment approached th11 beauty of the 
speaking voice attained by the ancients, Mr. LindsS¥'s solution was 
. the adoption of a sustained chant-tone in the reading of his verse, 
·About. this SIUI!S time ".A.• E," ha9- a musician write a muaioal score 
recording as ne~ly as possible all the intonations of the voioe.la 
11 de Banke, • ~ oit., p. 20, 
12 Ibid., pp> 20-21, 
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These attempts by the poets to utilize the beauties of the speaking 
voice were the initial step which led to the conscious attempt to 
produce a lovely voice quality with a group of speakers • 
The first public demonstration by a group speaking poetry took 
place at the Glasgow Musical Feetival0 Scotland, in 1922, The 
group was directed by Uiss Marjorie Gullan,l8 John Masefield was so 
well impressed with the possibilities of the work that he coined the 
name.- nverse"speaking choir, nl4 The same year he founded the Oxford 
Recitations which is a contest for adults-speaking verse and is 
devoted to epeeoh.education and poetry speaking<l6 Uise Gullan 
continued her work and founded choirs in Scotland, Ireland, and 
finally in England, where the London Verse Speaking Choir was 
organbed in 1926.16 The same year also saw the publishing of the 
first book about choral speaking, Spoken Poetry .!!!, ~School, written 
by Uies Gullan 'IIllo remains an authority in the field. 
Gordon Bottomley, nthe greatest living authority on choral 
speald.ng, 1117 gave impetus to the movement by writing dramea in which 
a speaking chorus had a leading role and was not merely the commentator, 
Hie experiments with a group of speakers in a drame began as early 
as l906J then in 1933, non the oooaaion of the oot~oentenary ot 
the building of Exeter Cathedral, ~ ~ .!!!, Saint Peter, , • , a 
13 Gullan, Marjorie, Choral Speaking, PP• xi-xii • 
14 Kepple, 2R!_ cit,, P• 10, 
16 ~!!.lli. 
20 
16 Gullan, Marjorie, ~.Speech Choir, quoting Good Speech, April,l935. 
17 de Banket·2R!. cit., P• 21, 
• 
• 
modeTn Saint play with a band ot speaking ohoriatera, was performed 
be foro the rood eoreen in the nave of the great churoh, nlS The 
American poet, T. s, Eliot, used .the same device in The Rook and 
--
~dar ~ ~ .;;C.:;at.;::h:::e:.:dr:::..=a;::l::.• 
The ohoral speaking movement, as initiated by Jiles Gullan an4 
sponsored ~ contemporary poets, spread rapidly to other parts of 
Europe, until fifteen years e.f'ter ita launching, it was estimated 
that there 111B.S 0soaroely a oormnnsty of any importance in the world 
where experimentation in ohoro.l speaking is not being given enthu-
siastio support.nl9 
It seems strange that the United States was so slow to begin 
experimentation, Apparently the West had an earlier awakening to 
the values of ohqrio speeoh than the East,20 Early experimentation 
centered ohiefly in colleges where choirs were under the direction 
of either the English professor or publio speaking teacher. Among 
these pioneer attempts were those at the Iowa State University, Mount 
Holyoke College, Pennsylvania Women's College, and Wellesley Collega.21 
Sinoe 1933 the interest has become more general and it is estimated 
that "every state now has at least one college where experimental 
\'fOrk is being carried on. n22 
18 Ibid., p. 17. 
19 Ibid., PP• 22-23 • 
20 De Witt, :liarguerite, and others, Practical Methode ~Choral 
Speaking, P• 8 
. 
21 ~ ~ (see P• 11 for names of people ooJillected with move-
ment in this country and the schools with whioh they are cOJillected.) 
22 de Banke, 2R.!. oit •• p;, 23. 
21 
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In 1898 Sidn~ Lanier observed the beginning of an art of 
'spoken recitation whioh endeavored to keep in milld the speech-tunes 
of the spealdng voioe. He believed that it was "an art in ita in-
fancy, which we IIIli¥ observe actually rising I!JIIong us at the present 
. dayJ and that it is destined to noble and beautif'ul extensions in 
the f'uture.n23 If' ha oould haar a modern, well-trainecl. verse ohoir 
interpreting the meaning and mood of a poem by using ths lovely 
tunes of the speaking voice. he would reali~e that his words written 
1n 1898 were indeed prophetic. 
23 Lanier, Sidn~, l!!!. Science .!!£. English Verse, P• 262. 
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VII. THE I>IE!t!BERS OF A VERSE-SPEAKmG CHOm 
Who are eligible for membership in a verse-speaking choir? "Any 
group of people who sincerely care for good poetry and who, believing 
that the bulk of good poetry was meant to be spoken and not to Ue 
forever between the covers of books, are willing and eager to try to 
equip themselves to speak it. 111 The quaU.i'ications are, then, a 
love for poetry and a·desire to learn to speak it effectively. It, 
in addition to these basic requirements, the member11 are acquainted 
with poetry and have had some trnining in good speech habits, the 
work will progress more rapidly. Those who have no present contact 
with poetry mu11t be reintroduced to it. Where the work 1a ueed with 
students who are· etudying poetry, material may be selected which hal! 
been studied in ola.aa. If the membere have had speech training, 
the techniques need only to be improved and applied to poetry ape~ 
1ng. Where there has been no previous training, a period or one 
and a half hours may be divided thuu . twenty minutes in speeob 
technique, twenty minutes or poetry disousoion, and the rest or the 
time in practical drill in choral spealdng.2 
There ia no ~bitrnry rule fixing the number or voices to use 
in a ohoiro Uiaa de Banke finds fifteen to be the moat advantageous 
number, with the mazimwn about fifty.s The University or Berlin has 
over two hundred voices in its choir but it nlso works With a smaller 
1 Gullan, Marjorie, ~Speech Cbo!r, p. 10. 
2 Gullan, Marjorie, Choral Speaking, PP• 7-8. 
3 ~ ~ !!!_ Ohora.l Spee.ld.ng, PP• 140-41, 
·-"':' -
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one of fifteen. W.ss Swann feels that from fifteen to twenty-tour 
I , 
'ma.kee the best ohoir, with twelve to thirty "possible, somstimes 
usetul, and more often inevitable. n4 Miss Gullan agrees that the 
ideal ohoir should have not ;tare~ than ten members, with eighteen 
. to twenty the best numbor,6 Large groupe must be llaretul to work 
fllr "flowing neatness and intensity" rather than "tons ot volumeV 
The latter tends to degenerate into noise rather than tone. Voices 
do not pile up mathematical~; ten voioes are not ten t1mes louder 
tha.n one voioe,6 The group must strive tor synchronization ot 
initial attaok and identical vowel and ooneonant sounds. 
A large group may be broken up into smaller units to work in-. 
dependently of eaoh other either on the same poem or on different 
ones. This method of working ill reoOlDillBnded as a oure for a 11etale" 
ohoir,7 These smaller units, if suttioient~ oxperienced, may 
portorm certain types of' poetry more appropriate for a small group 
than a large, This type of work corresponds to "ohember 11111sic" it 
we think of' the· larger group as an orchestra.8 
Just as in the singing ohoir there are the high, low, and medium 
voices, the verse ohoir will have among ita members those whose 
speaking voioes oover the range from high to low. This voioe timbre 
4 ~ Approach ~ Choral Speech, P• 16. 
6 
.!!!! Speech Choir, P• 21. 
6 
De Witt, Marguerite E., and others, Praotioal Hethods ~Choral 
Speaking, P• 29. 
7 Swann, 2.2!_ oit., P• 72. 
8 Ibid., P• 18. 
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'iS the quality that gives to the voioe what we might oall ita 
.personality. T~eee vo:l.oe personalit:l.ee lllUSt be recognized in 
, arranging tho ~rs of e. ohoir for effective work. In children, 
·the differences will naturally not be ali distinct •s in a group of 
' . 
adolescents or adults. A ohoir ot oh:l.ldrsn oan beet be divided into 
: l:l.ght voices and' medium or dark voices·, or boys ' voices against 
' girls' • An older group may contain all men or all women but those 
· me.y be divided into high, medium, and low. In a mixed group, the 
. . . 
· men's voioes will show a var:l.e.tion and so will the woman'e• Since· 
the men's voices. will be ·heavier than the wOmen's, it ie beet to 
have tw:l.oe as mhy women as men .in e. well.;.balanoed group.9 The 
singing voice g~ves some indication of the pitch of the speaking 
voioe.lO It shquld not be the only guide, however. A better indi~ 
cation is to l:l.l!ten to the individual. say a phrase whioh has e. rise 
25 
and fall of pitoh in it1 and frCilll this juilge the quality of' the voioe.D. 
Tho ideal ohoir has a blend of vo:l.oee rather than a distinot 
difference in ql;l&.lities. This l!lll.kee for unison yet permits a 
. : 
variation or "u~e.nd-downishness" in ee.oh individual voioe in the 
group. Voices !U'e grouped e.ooording to pitoh, but "there should be 
lllUoh deviation in ee.ohvoioe fr0111 those average pitoheo.nl2 It is 
9 de Bankl:i, .!!.2!_ o it., po 143, 
10 Gullan, .!!.2!_ oit., P• 21. 
llloo. oit. 
--
12 Kaucher,. Dorotey, Pro.otioe.l Methods in Choral Spee.l!::ing. Mar• 
guer:l.te E. De Witt and others, PP• 146-47. -
• 
• 
this variation plus unison wbioh gives the verse-speaking ohoir 
its beautifUl tonal effects • 
26 
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Vliio TilE DIRECTOR OF A VERSE CHOm 
' The direction o£ a g~oup interested in the oral interpretation 
' 
of poetry must not be lightly undertaken. Certain qualifications 
are important 111 the work is to be an educat:lonal and artistic 
success. 
The directOl' must, f:lrst of all, have a thorough knowledge ot 
poetry,-its tonus, its history, and its literary values. Without 
these he cannot direct the choir members in cultivating a discrimin• 
ating taste for the beat, nor can he lead the way to a thorough 
understanding of 'the poet 1 s meaning and mood. . In addition to this 
knowledge he mus~ himself have a deep and abiding love for that which 
he is encleavoring to v:ltalbe for the group. 
He must also have a knowledge of speech training and an "ear 
for poetic sound pattern,nl so that he can help the group to appreoi-· 
ate the musical values ot spoken verse. °For this purpose; he mijst 
have flexibility,· re..nge and melody of tone, and must know how to 
bring out the val~ea of the ac.tual worda withotit overstressing. "2 
However, the leader must ever keep in miJlcl. that his function is 
to suggest and inapire but never rm.iat he allow himself to degenerate 
' into a model to be followed. arbitrarily. Choral speaking is a 
cooperative activ1ty b,y a group not a number oi' people endeavoring 
to speak poetry just as the director does. 
1 Gullan, .llar~orie, Choral Speaking, P• s. 
2 Gullan, .llarjorie, Spoken Poetry~~ Schools, P• 51. 
• 
• 
The conductor will f1nd it necessary, especially during praotice 
on new material, to use some method of keeping the individual voice11 
together and to,indionte .variations in tempo and inflection, for 
ohoral speaking • 0 is not •a lot of people speaking at once' but an 
entity as oontrQlled and unified and harmonized ne is a ohoir of 
singers. n3 For public perfonnanoes, some ft•lleaders prefer to direotJ 
others train their choirs to perform with no director in front ot 
them. All agre~ that the leader should be inoonapiououe if seen at 
all, as his sestures add nothing at all to the hearers' apprecia-
tion but are merely for the benefit of the ohoir. 
Whether he chooses to direct public performances or not, he 
will need a system which is graceful, eallily understood, and simple 
for bringing about unity in the choir, There is no standard method 
of oonduoting. Miss de Banke euggoste that "when strictly metric 
verso is being spoken the time beats ueed by the musical conductor 
will be the most advantngeoue, 0 and cautions the director to 0 beat 
only the speald.nf; accent in rhythmic poetry, rtorJ any attempt to 
impose the structural beat on the ohoir would be fatal,n4 Mise 
Swann suggests that the lender may either show the tempo, pause and 
beat, or these in addition to variety in pitch and inflection. Move 
the right hand in. halt' a oirole from left to right and from right to 
lett horillontally' to show the line ohangeJ that is, from left to 
right for the first line, and from right to lett. t'or the second line. 
I 
3 Swann, U.ona', S Approaoh !2_ Choral Speeoh, P• 20. 
4 !!!!,. ~ .£!. Choral Speaking, P• 153 • 
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The shoulder muscilee should be used in doing this. Show "puloe-lleat" 
I 
·by a alight retr4otion or repreesion at the wrist. Pitoh and. in-
' flection may be ~ndioated by moving. the .hand up or down from the 
·horizontal position. T4e left hand mey be used to show additional 
pauses, stress, and in marking the entl'anoe of other voices. All 
motions must be kept simple and frse from rigidity.6 
"Poetry, as hsaven, has maey maneiona, and in eaoh is a most 
.individual householder, whose oroohots have to be humored if oom-
plete aooord between him end his gueets is t<! be established and 
It is the ohoir director's privilege to introduce the guests to 
their hosts and to see that the visits are mutually helpful and 
agreeable. 
I 
' 
6 Swann, ~ oit., PP• 22-24. 
6 . ' 
Nichols, Vfallaoe B., B!!, Speaking ~ Poetry. P• 70 • 
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IX, MATERIAL SUrl'ABLE FOR USE !lY A CHOm 
Material to· be used in ohoral speaking must be chosen carefully 
and with definite requisites in mind. The beet ld.nd tor begbn'ng 
work, and one type whioh is always appropriate, is that whloh has a 
traditlonal baale. In this o~aBB would oOIIIQ ballads with retraineJ 
ohoruaes trom the Greek dramaSJ Old Testament passages whioh have 
responseSJ lllllD¥ ot the Psali!IQ. other f'ormB whioh may be used are 
those poems whioh have appeal and response, question and answer, 
dialogue, and those in whioh eaoh stanza ls a unlt bullding up toward 
a cumulative etteot. · The point ot view of the poem should be general 
and communal rather than personal and introspeotive,l 
, 
• • • personal thought and emotlon oannot be expressed by a 
groupJ only poetey and prose that voioea thought and feeling 
that ill universal, raoial and national, or the expression of 
some olaas or type-indeed that speaks tor •us' rather than tor 
'Jle' or 'you•--oOIIIQs within the bounds of eultablllty,2 
This does not IIIQan, however, that aey material using the first 
person singular pl'onoun l8 inappropriate tor group rendition. In 
maey plaoea in the Psali!IQ, it not in all, the "X" la a communal e-
presslon of a closely unlted, emotional people rather than that at an 
indlvidual. The Greek ohorus aa well as the leader used nxn,S The 
poetey ot Walt Vihltman is another example ot the universal ego. . The 
i 
same ls true in the whole field of poetey. <'It le the eplrlt ot the 
/! Jl 1 Gullan, Marjorie, Choral Speakinl, PP• 13-14. 
f 2 Slmnn, l\lona, ~ Approach ~ Choral Speeoh, p. 13, 
/ 
S Gummere, Franole B., ~Beginnings of Poetey, P• 186. 
• 
• 
: poea and not. the poet's ohoioe ot pronouns. that liDlSt 1ndioate its 
:appropriateness for group recitation. 
Material for choral speaking should be selected for oerta1n 
valuee such all aelody • reyth!n, prevailing eaotion, contrasted JD.Oods 
or pictures, or olimax and anticlimax. The following suggested 
• i ' 
pOBID.II will illustrate what 1a aeant by these valuesa JD.Blody--"Bpr1ng" 
by NashJ reythm--"Tuantella" by Hilaire BellOOJ prevailing eiJIOtion-
"Under the Gree~od Tree" by ShakBspeareJ contrasted moods and 
piotures--"Sands of' Dee" bf KingsleyJ olimax and antiolimax·-"Cargoes" 
by Maeefield and "The River" by K1ngsley.4 Poems to add to this 
list are found in any oolleotion of'. British or American verse. These 
JD.Bntioned ue particular~ well adapted tor group speaking and atter 
a group has 0 ezperienoed11 one of' them, they "will better understand 
what poetry is and will be more able to interpret (either eilently 
or aloud and either alone or together) any poem that they are stu~ 
illg.as 
Poetry should be read for pleasure. In her book, Discovering 
Poetry• Elieabeth Drew writes that "it ntter reading a poem several 
timse a11 carefully and whole•heartedly as we can (aloud, tor prefer-
ence) it still does not 1suit the need of the moment,• and we have no 
sense of' f'lying to Parnnssus, put it by and try something else. n6 
The saae pr1naiple obtains 1n selecting material for a speaking choir. 
There will be.no delightful results it the work is f'oroed on the 
4 Burdsall, Marjorie E., Praotioal Methods in Choral Speaking, 
Marguerite E,. D.e:'Witt !llld oj;hers, p. 192. -
5 Ibid ••. P• 182-83. 
6 P• 57. 
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members ot the group and they do not like the_ poelll8 used.. It is a. 
~cod ple.n for the 'conductor to present several poems of the same 
~eneral type and let the group decide which one they prefer • 
Appropriaten~ss of the poem in rela.tion to the age· of the group 
and their baokgr~ is essential if. they are to appreciate the msan-
•. i ' ' . 
ing enough to give it adequate vocal expresaion. It DDlet be within 
their grasp emotionally as well as tnentally. Elizabeth M. Jenks 
states three criteria of the appropriateness of a pQemJ 
i 
1, Strong and compelling rh¥thm• 
2. Vivid e.nd atrildng diction. 
s, Variation and oontraQt in mood or thought or both. 7 
Theile three ohara~terietios should be present in the materia.l chosen 
whether it is for; a group of children, high school students, or adults. 
A given poem may contain one quality to a greater extent than the 
other two, but the beet mate%'1al has some of each one. 
0 The poema suitable tor junior high school add to the marked 
rhythm and effective diction, narrative nnd imaginative elements, 
which afford oont%'aet in mood and thought. . In poems tor older 
studente, the rhythm is frequently lees obvious (but still in-
sistent) while; the beauty of language and the vividneee ot 
narrative are more impelling than 1n poems suitable tor young 
children. n8 : . 
Effective wo*k ie poseible with a group _made up of all male or 
all female voices~ When the groupe are.sither all women or all men, 
~peoial oars DD1St be uaed 1n the ohoioe ot material which will appeal 
to the group e.nd ~hat will bo best expressed by their individual 
voice tcmee. Men and boys like vigo%'ouo, rhythmic, vi_rile poetry and 
. 
7 Practical t.!ethocis ~ Ohore.l Spea!dng, ·Marguerite E. De Witt and 
othere, P• l69, 
8 Ibid., PP• 169-60. 
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if given a. obanoe to epeo.k such verse, they will overcome the all• 
too-common feel:S.ng that love of poetry is a. 0 s1Bey0 thing. Among 
the many excellent selections for male voices are theses 0 Give a 
ROQse0 by BrowningJ "Wanderer• a Song!'_ by !4asefieldJ "Trafalgar" by 
Ha.rdya "Wind in ~he Pines" by Baratta 0 The Congo0 , 0 B1mon Legree", 
and "General Wil).ie.m Booth Enters Heaven" 'by Linde&.yJ nsoots0 'by 
Kipling; "!4aroh1n' Up0 , 0Ghoats", and "Parade" by !loChesney.9 Women's 
and girla' choir' will do their best work with delicate, musical 
poeme and na.rra.tivea of home and t!l.lll1l;v. The following are a. few 
suggestions of poeme whioh may be u11ed w1 th a. girls 1 or WOJJifln' a 
grOQpl "lihite Butterflies11 by A. c. Swinburnea "Ariel's Bong" by 
Sha.ke!Jpea.rea "S11V'er0 by Walter de la Mare1 °SIIlllpan" by Tao Lang Pee. 
Nany poems are too long for oral presentation but can be out 
and used etteotive~ in a shortened to~ The traditional balladl 
often need to be c::ut, and it can be done withOQt spoiling the thread 
of the story. 
Caution must .bll exeroiaed whan using ohol:'Uses from epic Or 
dr8.11l!ltio posms for the choir must have as a background for these a 
thorough knowledge of the context. All material chosen must have a. 
relation to tha literary background of the group.lO 
A poem must pass the tests· of being communal in spirit, having 
certain definite values, appealing to the group because of its 
9 Kaucher, Dorothy, Praotioal Methods in Choral Speaking, Marguerite 
Eo De Witt and others, P• 147. -
10 Swann, .21!.!. oit., P• 14. 
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appropriateness, but the final teet in choosing material "must 
always be whether • ~ poem gains !!z being · voiced ohOrally. aU 
Keeping in mind the oriteria that distinguish suitable material, 
I 
we find that the whole field of literature ~ be drawn upon for 
poems whioh may be used effectively. Praotioe.lly every type of 
literature makes ~ contribution to this Jd.ncl: of work. 
One olaso of· poetry which is of great value to a verse speaking 
ohoir is that characterized b,v noneeenee r~e, tongue-twisters, 
and Yother Goose. These have an· ilnportant place in the development 
of the voice qualitiee so necessary in the interpretation of more 
subtle poetry. This type of material fUrnishes good praotioe in 
enunciation, articulation, inflection, and breath control. In 
' 
addition, it requires little mental exertion to memorize or understand 
it and yet it is bright o.nd humorous. . Yother Goose o.nd nursery 
rhymes are espeoi~lly appropriate for use with children, but young \ . ' 
people and adults will enjoy tbBm ae beginning material and drill 
! ' . 
work. Faults may: be oorreoted by interrUpting regular poetry praotioe 
: ..... . 
and using nonesense r~s or Yother Goose whiohwill oorreot the 
• diffioulty.12 
Since everybody enjoys a story, narrative poetry has muoh to . 
I 
. I . . , 
offer to the verse ohoir. In a narrative poem without lillY' lyric · 
quality, the etori' i~ the min thi%lg. Pitoh, paoe, o.nd tone ohange 
! ! ~ 
, , I 
~e the incidents ~d ohe.re.otera change. ~ narrative poems have a 
' ' -lyric quality. Il). these "the general mood dominetee the poem, 
,. 
ll Ibid., P• 47 • 
12 ' Infra, PP• 45-46. 
34 
• 
• 
· and yet we must preserve the interest in ths story by changes which 
I , 
:do not destroy the lyrio quality, and yet are more ll!arked than 1n 
:those of the pur~ lyrio.nl3 In some poems the narrative Style is 
more dre.llla.tio than lyric. For example, "mawatha11 is a blending of 
the narrative and the lyric, whereas "The Pied Piper ot Hamelin" is 
purely a story,••"one of the finest narrative poems in our langunge. 1114 
It needs to be read with variety and vividness, with a oonaoious 
wo:rld.ng up to ths climaxes. 
The most dolightf'ul narrative poems for group speaking are the 
ballads, whose early forma were so closely associated with the 
oomnnmnl spirit :in poetry during the W.ddle. Agee. They a:re excellent 
tor beginn1ng work because of their strict meter and thai~ appeal to 
every age. Beoo.use they are eo enjoyable, the beginner forgets his 
self-oonsoiousnees 1n the "strict rhythm and equal syllable quantity" 
which a:re 0 part: of the rustic and effortless charm which informs 
the innermost spirit of this strange and lovely literature.nl6 
Mise Gullan (herself an Englishwoman) observes the difference 1n the 
ballads of Scotland, England, and Irelandt "Where Scotland is 
pawky and sly and England gay and hearty, Ireland is witty, delicate 
and :reckless all in one.nl6 This observation ia a hint aa to the ~ 
they should be 'spoken. The attack should be olean and olear-cut, and 
13 Gullan, 'llarjorie, Spoken Poetry_!!~ School, PP• 72-73 • 
14 Ibid., PP• 69-70. 
16 de Banke, Cecile, ~ ~ .!!.!'. Choral Speaking, P• 99. 
16 Gullan, ~cit., P• 79. 
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the speech kept resonant but s1mple,l7 The speakers should try to 
paint a verbal picture of what the author saw. Their prevailing 
mood should retain the essence of wonder and freshness of imagination 
by always keeping in mind the conditions under which the ballad 
originated and the kind- ot people responsible tor its ,development. 
The retrain "shohld generally be kept at a lower pitch than thd 
stoey and have very little inflection. lt should have the effect ot 
an undercurrent and be rather monotonous and veey rhythmic if it is 
to throw up the light and shade of the verses it aooompanies.nl8 
The speaking of lyric verse must have a different approach than 
that used for narrative poetry, tor 11the lyric is, first and last, 
a song, and needs only the simplest form of delivery. Any attempt 
to underline it with the force and fervor of the drama is to 
destroy utterly its delicate beauty.nl9Avoid over-emphasis of the 
stressed syllables, a sudden change in vocal range, extremes in 
pitch, too much emotion in the voice, gestures, and a sing-song tone 
of voioe. 20 In no other kind of poetry is it eo essential for the 
. speakel' to be mei-el¥ an "instrument through which the poem becomes 
vocal. 11 He must understand the form and recognize the form as the 
; "eoho ot ita mllccl, 11 tor the music and emotion of a lyric are "twine. n2l 
17 Nichols, Wallace B., ~ Spea!d.ng 2!_ Poetry, P• 61, 
18 Gullan, .2E!.. oit., P• 87, 
19 de Banke, .2f!.. oit., PP• 92-93. 
20 loo. cit. 
--
21 Nichols, ~ oit., p. 33, 
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The unison speaking of lyrics should be done sparingly in the class-
room or for public programs especially with ohildren~2 When they 
are used with children it should be with the end in view ot using 
them to help the' children to speak with a realization of rhythm and 
mood. Their use' with older groups oan be more general·, but even 
. with these it ahaulcl be kept in mind that nlyrio speaking 1B for the 
moat part like chamber music, too delicate and too intimate for 
auditorium work.•23 
"Vowel quality is the melody of verse and takes the plaoe ct 
great pitch-variety in the speaking of verse, particularly in lyrio 
verse where it is pointed by assonance and r~.n24 The vocal 
quality to be use.d in speaking lyrics is more sustained than for 
other forma ot · speeohJ it oomes nearer to the singing tones than for 
other kinds of verse. 
The following procedure is suggested for the speaking of lyric 
veraea 26 First, rl'!ad the poem quietly and in a monotone in order to 
learn its mnsical,pattern without trying to understand it. Repeat 
. ' 
this reading for maaio is the ohiei' value of the lyrio. Then read 
it silently again. this time try1J1g to understand the poet's message. 
The first group praotioe should be in a whisper trying to convey the 
poet's message and emotion. Then practice aloud keeping in mind the 
suggestions of the preceding paragraphs and avoiding artificiality. 
The enti~e lyric should be practiced at the same time. 
22 Gullan, !!arjorie, SpPketr ?oetry in the. Sciliools. P• 11. 
23 Gullan, lo!a~jorie, ~ Speech Choir, P• 261. 
24 Fogerty, Elsie, ~ Speald.ng .2£. English Verse, P• 24. 
26 Nichols, ~ cit,, PP• 33-34, 
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For the gr~a attempting tha speaking of sonnet~ the same 
suggestions apply as in lyrio speaking in a. general ~· However, 
there are some further, and more speoifio, suggestions to be remem-
bered when speaking sonnets. 
The sonnet is a oonoentratsd thingJ it is that whioh differen-
tiatee it from a lyrio. A sonnet is far more truly the monument 
of a moment than aey lyrio . has ever been. • • • The speaker must 
indicate to th!l hearer that he is voicing some man's or some 
woman's inmost thought, or an emotion rounded to a thought, at 
the very momont when it 1e too unbearable to leave unexpressed. 
To that extent._ every sonnet is dramatio, and should be spoken 
dramatioally.211 
The speaker must not only grasp the poet's emotion but keep in 
lDind the sonnet form. It must be epoken in a more orderly manner 
than any other poQm because the sonnet form is the most orderly 
of all poetio.formo.27 It is better to speak a sonnet in a quicker 
~than too slow~ but in. a brooding manner "as though the poet, 
phrase by phrase. 'but without the hesitation neoessary in the aotual 
and, often tOl"turing throes of oomposition, were hammering out his 
thought or hie feeling in the full view of the 11stene.r.'.'2B 
Choral speaking may be used with good effect in oonneotion with 
poetic drama,--olassioal as well ~s contemporary. Selections from 
Milton's "Samson Agonistes" and Shelley's "Prometheus Unbbund" are 
suitable for this work. However, 1n using cuttings and selections 
from dramatic poems, as wall as other parts of longer seleotions, 
26 Nichola, !!1!.:.. oit., p. 60f 
27 Ibid., P• !34. 
28 Ibid., P• 69. 
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the speakers I!Dlst realize the entire work and the relation of the 
part to the whol~. rranslations into English of a number of Greek 
pl~s are available and make excellent dramatic material for a 
speaking ohoir.29 Contemporary authors have recognized the possi-
bilities in the union of these two arts by writing dramas especially 
adapted for the verse ohoir. The choruses have an important plaoe in 
T. s. Eliot's "Uurder in the Cathedral" and Thomas Hardy's "The 
Dynaats" to mentl\on only two from a large number.30 
The faot that I!DlOh of the grandest poetry has been wri ttsn in 
blank verse need not discourage those who have a desire to voioe 
it in groups. True, it does offer eoms diffioulties to a speaking 
ohoir, but it oan be read by those sufficiently experienced to be 
able to "preserve all the elasticity and variety ••• and yet 
never fail to make their hearers realize the underlying rhythm. rhe 
· welding of sense and sound in this form of verse so that perfect 
, harm~ is the r~sult, is perhape the most difficult thing that oan 
be asked or the speaker.n31 Rhymed verse needs to be experienoed 
orally before blank verse is attempted, but the latter should not 
. be ignored. 
One of the finest sources or material for choral speaking is the 
. Bible, espooiall;y the King James Version. The Bible contains the 
29 Baker's Playa Company, 178 Tremont Street, Boston, Mass • 
30 For suggestions as to choral verse dramas see bibliography 
. of choral speald.ng material, p~. 86-89. 
31 . Gullan, Jlarjorie, Bpoken Poetry !!! :!:!!!, Schools, p. 76. 
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'poetry that is a fundamental part of our life--"tho firsil which we 
' learned, through ·the open windows of which we had our earliest 
vision of time, Qf space, of eternity, and of God. Its rhythms 
haunt our noblest prose, its lyrics are our most virile and enduring 
hpmns." 3~he Psalms are the richest source of Biblical poetry 
appropriate for choral speaking, for their emotion is universal 
· rather than individual. other selections whioh are admirably suited 
to choral epea~ aret Charity (1 Corinthians 13) 1 "to everything 
there is a seas~" (Ecclesiastes 3tl-16)J Peace (Micah 4al•6)J and 
many others.33 The ohorio rendering of Biblical literature gives it 
· a freshness of appeal for both speakel."s and heal."el"so 
In addition to its poetry, the Bible also contains many fine 
passages of oadehced pl"oSeJ "1\B an example of majestic sonorous 
balaneed pl"Ose it stands alone nnd l"emains the supreme example in 
the language Ita influence on English literature and speech is 
boundleaa.n34 °~he high classical quality of Bible selections and 
theil" ease of adaptation will do IIDlDh to intrigue the gl"oup with 
ohol."io proso.n36 Pross speaking is not work to be undertaken by 
beginnel."s for it is mol."e difficult than poetry speaking. Some pl."ose 
i 
selections may b,e spoken ohol"ally, howevel.", fol." it n~ have tonal 
values or melodyt may be inspirational a ·may make an emotional 
32 Smith, George Adam, The Early Poetry of Israel, Introduction, P• x. 
33 See Keppie, ~cit,, p; BB, and Swann, ~cit., P• 82• for 
suitable Biblical selections for ohoral·speaking. 
34 de Banke, ~cit., P• 110. 
86 Keppie, ·~ oit., P• 87. 
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appealt and may also have a rhythm of its own,o36 As examples of 
Biblical prose which may be used by a choir, Mies de Banke suggests 
Genesis ltl•31 and 2tl•3J The Beatitudes (Matthew6t3·12)J and The 
. Sower (Luke 8t6•l6) ,37 Cuttings t'rom the prose writings of Thomas 
Carlyle, Thomas DeQuincey, Charlee ~. and John Ruskin, and othere, 
offer a challenge to an experienced group of apeakers.38 The 
speaking of pros' is ~ effective way to oountsraot ~ sing-song 
tendencies in a choir. In plonning a program by an advanced group, 
it is well to include some prose as it. gives varisty. 
Does contemporary poetry contribute anything to the repertoire 
of a verse-speaking ohoirf Decidedly yes, for "there are a number 
of our modern contemporary poets who are writing verse, some of 
wh1oh is admirable for verae speak1ng,n39 It is well to use the 
poems of living authors, for they oan tell those who attempt to 
interpret their posma wherein they are wrong and suggest their 
'intention as a guide to the oral interpretation. Then, too, using 
I 
poems of living authors helps to dispel--both for the readers and 
the hearers-the idea that a great poet must be a dead poet,40 The 
poetry of today should be combined with the great poetry of yesterday 
for by itself it ~can lay no foundation for poetic appreoiation,n41 
36 Ibid,, P• ae. 
37 See de B~, .!!I!!. cit., PP• 202-03, for suggeeted prose material. 
38 l.oo. ott • 
--
39 Kepple, ~ill!_, P• 11, 
40 Fogerty, .!?.E.:. cit., P• 98, 
41 Gullan, Marjorie, Practical Methode ~ Choral Speaking, Marguerite 
E. De Witt and others, P• 211. 
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The field of modern American verse is a particularly fertile one 
for the choirs or this country. 
Starting with the rr:lugh•hswn frse verse of Tfuitman, we find 
material suitable for choral presentation that oan be uaed to 
trace every step· of the revolution against the aooeptanoe of the 
traditional rh¥thma and structures of the imported poetry of the 
old civilizations. In the lateat·expreesions of the final 
emancipation there ia choral speaking material whioh has never 
been equalled in suitability. The outstanding feature of modern 
American poetry1 and the one having the most valuable innovation 
1s its rhytl:lms.li2 
The elements which contribute to the development of. these new 
rhythms are Indian verse, negro versa, industrial life, and American 
democracy and settlement. "Such material, presented with artistry 
resulting from technical perfection, should go far to make the 
American speaking choir a national asset, not only in the work it 
haS to offer to lt.s own country, but in the poasibility of introducing 
it to the other English-speaking countries of the world8 for it 
represents the essence of these United Statea.43 
However unoonirontiona.lly a. poem is arranged, its manner of 
speaking may be determined by reading it aloud. For example, acme 
' 
or the most peculiarly arranged poems are found to be sonnets when 
they are read aloud• The arrangement on the page ill made to appeal 
to the eye rather than toward the ea.tiefaotion of the ear. Its 
i . ' 
sound must determine its suitability for oral expression and the way 
in which it is to be readJ one mnet be nled by the inner emphasis 
implicit in sense and sound oombinBdo 11~peak free verse by giving 
42 de Banke, :!!!!.. cit., P• ·122. 
43 Ibid,~ PP• 127-29. 
' 44 Chilton, El!lliJlO~ Carroll, and7Herbsrt Agar, .!!:!!, Garment E£_ Praise 1 1]!_ "lleoeas1~ ,!!!. Poetry, P• 3 7 • 
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:the natural stre~ses their natural values and no other, and the rhythm 
should be then autOlii!Ltioally apparent, 11 always keeping in mind that 
'the "unit in free verso is the whole paragraph--sometimes the whole 
poem •••• Spe~ free verse, therefore, as naturally as possibleJ 
' 
never impose a rllrthm upon itJ always disengage the rhythm out of it. 1146 
The speakers of American verse should not overlook the rioh 
possibilities in 'l;l'IUllllations of native Indian verse and in negro 
poetry, Tho fo~r is "the expression of a people whose declamation 
ot emotion 1m11 and is almost entirel:r communal,n46 Most of their 
' ! • ' 
traditional verse,belongs to their religious ceremonial rites. It 
' 
does not express individual emotion,but speaks for the whole tribe. 
"Indian poetry ta~11 its rightful place with poetry that T/880 in 
its earliest stages, spoken oomnnmally. n47 Jlost negro verso is so 
closely assooiatedw:l.th its lovely music that there is no advantage 
to be gained in speaking it. HOI'I'sver, there are maJI¥ poe!IIB with 
the negro rhythm ~d dialect which are suitable tor choral speakers.48 
"'Go Down Death, 1 "!;he funeral sermon on the death of old Aunt Caroline, 
is one of' the most', sntlsf:ring studiee in choral reading for contrasts 
I have ever heard,~ writee Dorotcy Kaucher. "It 1B a challenging 
combination of passages which are quietllf conversational, pathetically 
intimate, and rescn:lantly oosm1o. 'llhen a group has woven all tbia 
46 Nichols, .2E!. cit., P• 101, 
46 de Banke, ~ cit., PP• 122-23. 
-
47~~ 
48 For euggosted Amorioan Indian and negro material, see de Banks, 
.21!.!. oi t., PP• 20o-01. 
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~to one 'vocal t~peatry,' the members have learned more about 
! 
f3mphasle through contrast and pause than aey text book oo.n teaoh 
abstraotly.1149 
Truly, material for the speech choir is practically limitless. 
All times, all na1;ione, all types have their peculiar contribution 
I 
I 
to make. It is for the choir members, with the wise direction of 
their leader, to ohooae those poems which have a personal appeal, 
I 
which are within their emotional and mental grasp, o.nd which, above 
' 
all else, will gain by being voiced. 
49 Practical, Methode in Choral Speaking, De Witt, L!arguerite, o.nd 
others, P• 146, 11Go D<rnn Death" is i'rom God's Trombones, by James 
Weldon Johnson • 
• 
• 
X. ~lJGGES'l'ED PROCEDlJBE FOR THE CHORAL SPEAKING OF POEmY 
The appreciation of spoken poetry needs to be carefully thought 
about. Like chamber I!Dlsio, it I!Dlst first grow among groups of 
students themselves, whose chief thought in practicing it is the 
love of poetru and the des~re to study and speak it for what it 
has to give t;tlem and those with whom they share it, and not with 
the ide& of public performances which will compete successfully 
with ·pcpulal' entertainments. Poetry will make its own way, but 
only on its ovm terms. • • • All of the best purposes in thie 
realm of spoken English will be defeated if the partioipants · 
let themselves be drawn into seeking lllBrely the type of work 
and the kind of treatment of it which will 'get across' most 
easily and achieve popular sucoess.l 
To give the maxiiiDlm amount of benefit, choral speaking I!Dlst be 
based on training 1n correct speeoh technique. Simple exercises for 
, regulating the ·supply and control of the breath, and developing the 
lllUsical properties of the voice (intensity, duration, pitch, and 
quality) should be part or every practice period. W.ss Gu11e.n2 and 
Miss de Banke3 give a helpful series of exercises especially adapted 
• ! 
,for drill in thes.e things. Almost ~expression or public speaking 
text-book will give additional ones. However, this practice 
material need not' detract from the enjoyment of .the work. "Peter 
Piper0 and other tongue-twisters, nanae~'f<rhymes, and Mother Goose 
rhymes are good e~eroise material for both the children and older 
ohoir lllBmbers for • they do not tax the mind or lllBmory and are hulllorous 
enough to be enjoyable. .lo!aey •. of the patter verses from Gilbert and 
) 
1 Gullan, ltarjorie, ~ Speech Oh11ir, p. 262. 
2 Choral Speaking, PP• 19-28. 
3 ~ ~ 2!_'0horal Speaking, PP• 31-46. 
• 
• 
Sullivan operas ma.y be used 1n the IIBJIIB way, eapeoially for adults. 
There 1B little danger of stressing too muoh the value of nursery 
rhymes 1n this type of work, Children adore them and the older 
folk will like to say them, too, Sinoe they require little o~ 
oentration to get at the meaning, they are good material for praotioe 
. 1n unity, intleotion, and variety of pitoh·-the last named being 
· especially lacking 1n adults. "AU choirs tend to become heavy and 
dull, therefore ~ight, gay, bright passages are decidedly useful 
as tuning•in exercises to be used momentarily at any time if tongue 
or spirits begin to lag,n4 
There are ~o hard and fast rules for the procedure of presenting 
a poem to a choral speaking group. There are certain baeio prinoiples, 
however. The whole endeavor must be a cooperative one, and this 
group cooperation should begin w1 th the selection of' the material. 
It is well for the oonduotor to have several poems of the same 
general type ao that the group may choose wnioh one they prefer, 
after hearing them read with understanding and appreciation b.y the 
leader and perh~ps reading them silently for themselves, also. 
After the poem has been chosen by the group, it needs to be 
studied fol' meaning, atruoture, and rhrthm. 
llo ohoir should embark upon the speaking of a poem until the 
structure of its thought has been realized as a preliminary to 
its interpretation, • • • Sometimes the actual thought structure 
is so diffioul~ to grasp that we have to read it over and over to 
understand lt • 
4 De Witt# Marguerite, and others, Praotiail. Methode .!!!_ Choral 
Spealdr!g, P• 36. 
5 Gullan,, .!!I!!. oit., P• 39. 
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The f'iret obj~Jotive 18 to £'1nd out what the ,poet ie saying. Reduce 
it to every-day• language and say it conversationally, Then eay it 
' 
e.e a group, Thon bav11 the group. read the Vlhole thing through silently 
to get the general idea of'.the theme and emotion. They will see the 
various beauties in it and eo.oh will be 1mpreseed by something 
dit'f'erent,6 If' ,the poem happens to be a narrative poem, the 
etudent's abilitr to summarize the story 1n a s~Jntence or two tells 
more about his assimilation ot' the thought than a detailed, rambling 
aocount,7 
Every poem ahould be studied as a revelation of tho poet, as a 
work of art, and as a literary form. Some knowledge or the author 
and his plane in the history of literature often ndde depth to the 
perception. This material mny be 11ither required collateral read-
' 
ing, work alread~ covered in literature classes, or.talkB by the 
instructor, depending upon the nature or the group,S 
This e~hasie on getting the meaning of a poem is not 111-
·considered for 
• • • before the reader can render ideas ae well as images, he 
IIIWit gab the th0\1ght of the poem clear in his cmn mind. This 
.grasp or content can be conveyed only by the correct pronuncia-
tion and clear. enunciation of the words, by proper breathing 
so ·that the pauses aid the phrasing, by the 1nt'leot1ono of vocal 
pitch to show questioning or exclamation. by changes in tempo 
and by emphases of volume upon the 1mportant ideas. • • The 
most important' fact is th1u if the reader does not have the 
6 . de Banke, ~ oito, PP• 89-90, 
7 Seely, HOW$rd Francis, Enjoying Poetry .!!!, School, P• 82, 
8 de Banke, ~cit., P• 173. 
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meaning of the poem clearly in mind and the desire to c0l!l1111U1i• 
cate that meaning to another, all the tra1nSng in pronunciation, 
breath-control, inflection, and gesture will be of little availJ 
if the ideal! are firmly graeP!ld1 the other aide should come ae 
a matter of course and taste.9 
In al;l read1.ng of poetry there are two things that must be 
' I 
revealed to the :hearerst the intellectual content (meaning or 
message) and the emotional content or mood. This latter is usually 
done through th~ r~hm, rhyme, and the sound of the words.lO 
'l'he meaning and the r~hm must be woven together or the "speald:ng 
of poetry becomes. a mileical chant or a mechanical eing:-song"ll · 
neither of which is countenanced in a reputable verse choir. Llnny · 
' . 
· a reader of poetry allaws himself to become enslaved to the patterns 
and r~hms •. He! allows the J'hythm and meter to dominate him instead 
of abaoJ'bing them and then giving himselt to the interpretation of 
the content. . "He forgets all meaning in the musical stress of the 
. ' . 
· rhythm and stope ! deo.d at the end of snob line. • • • A gooll rule fctr 
the interpreter to follow is to kBep a conversational ideal e1waye 
I 
in mindJ the metrical harmony will ua-qally taka care of itself. 6 12 
c. lrhe,·speuk;ing ,choir• to be tully equipped for the interpretative. 
work lying before it• mus1l be familiar with all types of l'hyth:rn 
f'J'om the..most fOrmal to the most tree. It must be capable of 
prd&enting not 'only the 1•hythme ::Jf the past, but. thos& of the 
present. and ~Bt e-ven exporlment with what may become the rhythms 
9 Untermeyer, Louis. and Carter Davidson, Poetry• ~Appreciation 
.~ En,1o;yment. PP• 489-90. 
10 Raubioheok8 Letitia, Teaching Speech ~ Secondary Schools, ~~ 93 • 
11 Gullan, .Marjorie, Spoken Poetry~~ Schools, p, 22. 
12 Untermeyer1 and Davidson, 2.12!. cit., P• 490. 
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of.' the future. Its very flexibility, resulting t'rom compounded 
units, makles 'it the perfect 1nstrwnent fcr the demonstration of.' 
rhythms of pattern and rhythms of flowing cadence.l3 
Although the speaker must never be dominated by the rhyme, still 
"the poet's own use cf rhyme must be ~he guide to the verso-speaker's 
own use of it, • • • Even vdlon the poet • •• uses rhyme weakly, it 
it not negl1g1~le and should ba given as much value aa may be 
consistent with the paragraphic mcvement.nl4 
With a grou~ of ohildren, the director's reading of tho verse 
I 
may be followed. by a rhythmic response from the group such as 
finger tapping or clapping to the sense rhythm. 0 Lipping" the poem 
may be the ne:Et, step for these younger onesJ it is done by using 
exaggerated mouth movements with no audible sound. These two 
responses give ~hem a feeling of the rhythm and the formation of 
! 
the mouth for a' olear enunciation of the words. Unfamiliar words 
should be explained, whatever the age of the group. With children, 
it is well to write these on the board, 00 that they may have a 
mental pioture of them as well as the sound image. Older students 
and adults are usually given a printed oopy of the poem that ill 
being studied, but children will respond bettor if they have only 
the oral stimulus. After the lipping exoroise, and when the meaning 
of the poem is olear, they are ready to begin the speaking of it. 
13 . ' de Bsnkle1 .!!1!!, oit., P• 106 • 
14 Hiohole 0 Wallaoe B.,.~Speaking of Poet~ P• 92, 
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If the poem has il. retrain• they 'Will speak that only at i'ire11, later 
taking turns giving the stanzas, or doing it by smaller groupe. 
The tapping and lipping may be used with older groups at the dia-
' 
oration of the director. 
When the members of the ohoir fil'Bt attemp11 to apeak the poem 
aa a group, they will use the same simple, oonversational tonoa 
whioh they used .'when they reduced it to every-day language to 
arrive at the meaning. They will soon feel the p.owar and influence 
of the poet's language and, "moved by the emotion their imagination 
has conjured up~ they will expand the range, they will widen the 
intervals, and they 'Will change from the commonplace major scale 
to the harmonio•m1nor key,rrl5 After the gl'oup has worked together 
for a wails they will develop suoh a strong sense of group feeling 
that even when they read a poem for the firs11 time, there 'Will be 
a nbtioeable unanimity in the phrasing and stress. The effeo11 
will be not of many different voices speaking together but oi' one 
maoy-oolorsd voioe.16This artistio result oomes When the speakers 
are entirely subordinate to the poet,17 Integrity of speech and 
tone, Whioh is :the only road• to integrity of thought and feeling, 
--"the mark of fine art in literature as in other fieldeD- is 
obtainsd only by thinking and feeling with "real sincerity, keen 
perception and intense imaginative powar.nlB 
16 de Banke, ~ oit,, PP• 89•90 • 
16 A!al'ee, Delia Smith, Praotioal Methods .!!!. Chol'il.l Spe!lld.ng, 
l!arguerite De Witt and others, P• 176. 
17 lUohols,:~ oit., P• 2. 
18 Gullan, lo!arjor1e, ~ Speeoh Choir, P• 13. 
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As in any other kind of learning, effective choral speaking or 
poetry will neoe~sitate praotioe and drill. Good results are obtained 
' when the drill is made pleasant and alltist'ying to the group, by 
means of variety in the material and the pervading spirit of fun 
and relaxation whioh must be ever present. "Every true poem 1a a 
piece of articulate music, which an ordinary Imagination must long 
practice upon be;t'ore it can pl~ it with a sufficient degree of 
apontaneouenese and unooneoiouaneas, to derive from it all tho 
pleaeure it is capable of imparting.0 19 
Forms .2!, Presentation 
All material tor a verse-speaking choir is not adapted to read-
ing in uniaonJ ·in taot, there are other methode of preeentation which 
ehould precede all-unieon speaking. It is for the director and choir 
together to decide into what form of presentation a specific poem 
best fits. The ,one guide in deciding must bes How may we bes'b 
express the poet 1 a message and his artistry? Great oare must be 
used not to breall: up a poem into unnatural divisionll which will but 
' 
' 
obscure its beauty and meaning. 
The ohiei' lllethode used are included in the terms retrain. 
antiphonal, line-a-person or eequenoe, and unison. Work with a 
choir, whether of children or adulte, should follow the same general 
order, begSDn1ng with retrain poems and not attempting unison work 
i until the group have had experience with the other kinde • 
A poem with a retrain is the very best material for beginning 
work. ot all retrain poems, perhaps the beet are the many ballads 
i with their stories Clf adventure and love and their compelling rhythms. 
l:B Oorson, Hiram, .An~.:,~~&S.~z~$ Literature.,~~ 22. 
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• A d:l.reotol' w:l.ll novel' go wrong :l.n beg:l.nn:l.ng w:l. th th:l.e type of' WOl'k• 
The.y requ:l.re a v:l.gorous interest in ths narrat:l.ve part and perf'eot 
, t:l.m:l.ng for the l'ef'l'a:l.n. The a:l.ms :l.n l'ef'n:l.n speaking are aoouraoy of 
, speech, pel'f'eot t~hmo, ready rofl'ain response, and ass:l.milat:l.on 
of' tho mood.20 To have 11111oothnesa in a ballad Ol' other refrain poem 
oaoh group shoul~ take the:l.l' t:l.rst breath dul':l.ng the last pulse of' 
the other's l:l.nes. Both must~ the poemwh:l.le speak:l.ng :l.t to 
g:l.ve :l.t un:l.ty.2l, Ha.tel':l.al adapted to ref'l'a:l.n speak:l.ng is legion. 
Bes:l.des the ballads--both tradit:l.onal and modern--ore wol'k songs 
' 
w:l. th the:l.r, v:l.gol'OUB ref'l'a:l.ns of' haul:l.ng, tramp:l.ng, row:l.ng, and other 
mot:l.ona. nor part:l.oulal' trades and oall:l.ngs, perhaps sa:l.lors, 
oarsmen, and mtormen generally, would f'ul'n:l.sh more ref'l'a:l.ns than 
ociuld be found :l.n any one :l.ndust;ry of the land. n22.Men and boys 
' 
:l.n partioulal' w:l.l.l t:l.nd genuine delight :l.n these v:l.gorous work songs 
and sea ohante.ya.~3 Biblical poetry also provides a wealth of 
,material for ref'l'a:l.n speak:l.ng, especially :l.n the Psalms. .Among the 
many whioh may be used is Psalm 136. In spaak:l.ng the constantly 
reourl':l.ng ref'ra:l.n, "For Hie me roy endureth tol'ever, n "the oho:l.r 
:should take the ti:ml! 1 pitoh, and mood of the s:l.ngle speaker's voioe, 
:l.n a subdued ~1', ris:l.ng and falling, expressing quiet thankfulness, 
20 Kepple, E~habeth, !!!!!. Teaching .2!_ Ohorio Speech, P• 30. 
Ill Swann, !4., !!!_Approach ~ Choral Speech, P• 32 • 
22 Gummere, Fzoano:l.o B., !!!!!. Beginnings .2!_ Poetry, PP• 272•73. 
23 Supra, P• 36-36, for comments on ballad speaking. 
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1 fierce exultati(ln or eolenm. worship as the oaoe my be.n24 Psalm :J-07 
makes an interesting study for it has a double retrain whioh shOWII 
: 
a contrast in teel:l.nga. nThen they cried unto the Lord in their 
trouble, and He idelivered them out ot their distresses, n and nob 
that men would praise the Lord to~ B1e goodness, and tor Hio wonder-
ful works to the children or men, n 
It is but a etep from retrain speaking to antiphonal or two-
i 
part work. Students enjoy this type ot work when it :!.11 alterno.te 
boy•and•girl epe~,26 It achieves its etteot bw means of opposing 
groupe, oontraat in vocal quality, or contrasts in volume. Ita 
material includes all poetry which involvoe question and answer, 
appeal and reaponse, or pcetio,parallelism. 26rhe beat example of the 
latter ia to be jound in the Bible, eapecially in the Psalms and 
the prophetic books. The simpler Paalms my be used with ohildrenta 
groupe, and maey ,of them are especially etfeotive when given bw an 
older or adult choir, Appropriate selections for this treatment area 
Isaiah 631 1 Corinthians 13, Psalm .24, There are maey others. 
Poems of a large lyrio utterance, the great elegies, the great 
odes or passages of WU'l'ative in long lines, lend themselves to 
unexpected varieties ot treatment 1n the use of op{~:ing bodies 
ot divided sound, oontrasta or vocal quality as be en dark 
voices and light voices, and contrasts ot loud and sort tone, 
ot a beauty and gurprise that are never surmised when 118 listen to 
a single voice,2'7 
24 Gullan, U4rjode, Spoken Poetry .!!!_ ~ School, P• 97 • 
2.5 De Witt, Uarguerite, and others, Practical .llethcde in Choral 
Speaking. P• 170. • -
26 Gullan, Marjorie, Choral Speaking, PP• 56-57. 
27 Ibid. • PP• z•xi, quoting Dr, Gordon Bottomley. 
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Ylhen the ohoi,r haa had praotioe in the llimpler type.s of 
: I 
presentation, ~ will enjoy doing a poem adapted to line•a•person, 
' ' 
part, or sequence !work. l4any poel!lll are beet reed by lle.ving various 
i 
solo ep~llkers or lj. number of small groups take certain linea or 
stanzas. Extrema, care ia necessary in choosing material to be 
given in this ~er, for if it is not choaen very carefully the 
effect will be di~jointed0 distorted, IUld choppy. ~e. l'hytne, 11~e 
i 
House 'lhe.~ Je.ok Bhilt, n is a good illustration of the type of poem 
which may be bl'okbn up into parte. Biblical selections Which may be 
used are Luke llt8•17, ~ l0a3().56, and Psalm 13'711-6. J.lilton•s 
. . ' 
11Samson Agonistefln contains short choruses which may be used •. FrOlll 
! 
"Oooasions drew Je early to thia oityn 'l;o the end of the poem may 
' be given by two solo apeakera and the whole choir. The following 
· prayer to st. Ca'l;herine, the patron saint of spinstera, may be 
given with a delightfully 'Whimsical effect by a. choir of womano 
st. Catherine, ·st •. Ce,therine, oh lend me thine aid, 
And grant that I never may die an old maidl 
A HUsband, St. Catherine l 
A geed one. st. Cather1nel 
But anyone .better . 
~ no-one, st. Catherine I 
A husband, St. Catherine I 
Handsom&, St. Catherine l 
Rioh, st. Catherine I 
Young, st. CatherineJ8 Soon, St. Catherine I 
The firet two 1:\.nes are spoken by the entire groupa ee.oh of the 
qualifications ie voiced by a ·different solo voice with the entire 
II ft 
group pleading,! Soon,. st. Cather1neJn 
28 Robinso;u, lt!!u-ion Parsons, and Rozetta Lure, ~urstcn, PcetJ':y 
Arranged £.!:!.the Speaking Choir, P• 34'7. 
• 
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' 
I 
John Masefield's ttcargoes" makes an excellent part study with 
i 
• tbree groupe pariioipa.t;1ng. Thei!B groups may effectively composed 
, of light voices tor the first stanza, war.m and darker f'or the second, 
and vigorous and :metallic f'or the last. These voice q~Ja.lities can 
best expre&s the i delicacy and culture of' the first cargo, the dash, 
' I 
• color, and bra.va~o of' the Elhabethans in the second stan&aJ the 
I 
ugly utilitarianism of the third etanza,29 This poem is excellent 
material for a s:J?eald.ng choir, for the author has sld.llt'ully woven 
I 
. a sound piot~Jre into each atanza which •is often obscured by silent 
• ! 
reading. In thi~, as in other poel!IB which are given by several 
' 
' 
voices, every m~ber of the group, whether.sileut or speaking, must 
keep the whole pJem in hie mind, "not casually as if the only really 
i . 
important part tc> him is his own passage, but with the utmost con-
, 
centration, oo tl\.at when he speaks he will fit perfectly into the 
theme aa a wholefnSO Only in this way can the poem have unity, 
Unioon epee~h is the "grand result or climax of choral epee.ld.ng,n3l 
l ' 
It requires perf'~ot phrasing, coordination in speech and tone values, 
nicety of pronun~ia.tion and pitch, finer interpretations, sincerity, 
I 
and beautiful 'bone. These things do not come ea.silyJ they must be 
·worked tor~ It is worth the effort, however, for nonce accomplished 
. it adds a wondertul new power to the one possessing ito Unison 
! speech will then rank with music or other kindred art a. n32 The best 
' 
29 Gullan, Narjorie, Ohoral Speaking, PP• 61-63. 
I 
30 Gulle.n~ 14arj orie, !!!!!. Speech Choir, P• 22. 
Sl Keppie, .2f!. cit,, P• 63, 
sa~ oitl 
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material for ~son speaking is to bll found in "short poems with 
regular·and oompelling rhythms, fine melodies, simple themes, and a 
' 
stansa pattern where the sense is oomplete as a rule in eaoh line." 33 
"We are the musio-makers," an ode by Arthur o• Shaughnessy, may be 
· given by a group, in unison, using the first three stanzas only. 
Another good ohoioe from English literature is Soott•a ~Breathes 
there a man with ,soul so dead," because. of "the patriotic fervour 
of the theme, baaed on a primitive instinct with its universal · 
' 
' 
appeal, and its direct s1mpl1oity."34 Unison· speaking must attain 
"aoouraoy of speech and emphasis, timing of attaot and tempo, blending 
of pitch and infle,otion, and balancing of meaning and measure"' by the 
maey speald.ng as $en if it 1a to be truly effeotive.36 
There is one lither form of choral speaking which is not 
included in the foregoing olasaifioations because it is still soms-
llbat of an eXperiment. This form of speaking makes use of spoken 
deaoante in llllJoh .the same way that descants are used in mueioal 
. """ . 
••• oompoa,.tlons. It oonsiets of "differentiation, througll !.!!!!!!, speoie.l 
ceautx. of a voioe ·,or group of voices from an undercurrent of other 
voioee speaking silm:iltaneouBly with it.n36 One or several voioea 
may spea'k against a ,background of voices or inflected speeoh may 
be u 11ed with a muffled monotone. The effect must be harmonious, 
33 . 
, Gullan, Marjorie, and Percival Gurrey, Poetry Speaking ~ 
Children~.!!,. P• .139. 
34 Gullan, Marjorie, Spoken Poetry ~ ~ Schools, P• 92. 
36 Keppie, !!!!. oit.~ p. 36. 
; 36 Swann, .!!!!.!. oit., PP• 66-69. 
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',and i~ should not be used just for an effect. Ita only justifica-
tion ie to give IIi better expreaeion to the 11111aning of the poem. 
The following bi~ of Oriental veree will serve as an illuotration 
' 
' 
of this typo of speak1ng1 part of the voices speak the words to a 
rhythmical deeoant, spoken in a muffled tone0 of the words, 0 lap, lap." 
Waves lap lap 
Fish fine clap clap 
arown sails flap flap 
ChoP-sticks tap tap. 
Up and down the long green river 
Ohe ohb lanterns quiver 
Willow branches brush the river 
Oii.h·-Ohe lanterns quiver. 
Waves lap lap · 
Fish fins clap clap 
Brown sails flap flap 
ChoP-sticks tap tap.37 
The descent, spo~n rhwthmioally end low, helps to c1ve a sound 
picture of the little boat rooked in the gently lapping waves or 
the river. 
37 "SBilpan" by Tao Lang Pee • 
67 
• 
XI. POETRY IB THE SCHOOL 
There are a; r;reat maey people who do not like poetry. School 
11f'e and English classes have not opened to them the door of under-
et!lllding and appreciation. "The majority of those who do not love 
poetry are the ~ctims of bad teaohing.nl Teachers realize that 
· there is eometh~g wrong s0l!l8Where. :for they know that there should 
be little inherent aversion to poetry b.1 boys and girls. In :fact, 
it would seem that "they should be reciprocally attractive. But 
' 
they have not been. Boys and girls have denied themselves, or have 
been denied, a racial heritage, and, because o:f this denial, poetry 
too has paid a price.n2 Most teachers show little surprise when 
their pupils tel~ them that they 8 hate poetry"• they have come to 
expect it and are almost auspicious of' one who oontessee an enjoy-
ment ot it,-•especially it he ie a boyiS Experienced teachers of 
English acknowledge the ditf'ioulty of instilling a love of' poetry in 
their pupil&J teachers in training nreoa.ll their ~~~Bey unhappy 
experiences with poetry in high sohool and college. They wish to 
prevent their tuture.pupils from feeling toward poetry as~ onoe 
didJ but just what to do is the problem that confronts and troubles 
them.n4 
1 Fogerty, Elsie, .'!!!!, SPeaking 2£. EJ1fj11sh Verse, p. 1x. 
2 Seely, Howard Francis, Enjoying Poetry~ School, p. VIII. 
3 Loo. oit. • 
--
4 Ibid., pp.: X-XI. 
• 
. ' . 
What is the reason for this disUJr.e? One underlying cause for 
' the lack of enjoyment of poetry is the method of spending a great 
1 deal of time teaphing about poetry with a consequent laok of contact 
~ poetry. To'o many toaoh literature as history emphasizing 
' ' ' 
I • 
' teohnloal oompooltion, baokground0 style, and the biography of the 
i ' 
author.5 These ~ useful as a foundation, but it is appreciation 
' ' I . . . . 
that is of lastiilg value. "We· lliiUit not .become eo engrossed in the 
i 
envirbns of poetr,v that we never reach its citadel. OUr busy-ness 
' ' 
about poetry, 1th ID!I.k'ers, its history, its teobniques, must never 
: 
supplant our exp~rienoing of it.n6 An experienced English professor, 
' -
attar observing the methode of various teachers, decided that teachers 
' 
· had become "pedogogioally objective" to poetry •. He writes a 
' 
Otten it wan almost as though poetry had been suepended by a 
oorci from thai ceiling of their classrooma or had been placed 
in a showcase! in the middle ot' tham. Poetry had become a 
curious and uptnviting specimen. Tho teachers circled about 
it, pointing put certain features, indicating certain almost 
biological ohAracterietioe, asking questions about others, 
et1pulating tasks to be performed, on the cadaver by the 
pupils. The ba,ve and girls followed them politely but passively, 
now and then ~oting anatomical peculiarities, oooas1onally · 
asking half-hearted questions, or making equally half•hearted 
comments. Rather infrequently a mischievous fellow would etiok 
out a metaphorical finger as though he were going to poke the 
thing to see if it would jumpJ he generally, however, was 
restrained., by: his teacher before he had perpetrated this 
vandalism. i · · 
' Another basis for students• dislike of poetry is the pernioioua 
' praot1oe of forcing them "to read~ memorize, and recite lines the 
5 Horn, Jolql Louis, "The Speech Chorus a An Exercise in General 
Esthetics," ~ ~lish Journal, n.s. and Col. Ed., XIX( June, l930),p.480. 
6 . Seely, .!!E!.. cit., P• 27. 
I 
7 Ibid., pp~ 13•14. 
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meaning of which :they do not understand. • • • Every teacher haa 
I . ' 
;me11 boys and girl" li,alt' through school who have memorhed dozens 
I • 
of poems without ,the slightest idea of 'What the st!l.nllas mean.nB Both 
' boyc ana girls especially hate to recite "memory gems." To memorize 
ipostry for its mo~tal training harks back to the outmoded "faculty 
' . 
psyoholOQTJ" to ~oroe its memorization because or cultural benefits 
is practically useless for it w:l.ll be eoon forgotten. Yo make it e. 
worth-while aotiV:ity, the re~~,sons must be the same as adults have 
'for memorizing a 'particular po.eeage.••beoause certain linea appeal 
to them partiou~ly, and because they like short poems or parts or 
' poems. It follO\'l'S then that the teache.r should "suggest inetead of 
demand that pupi~s memorize linea of poetry," letting them choose 
' 
their own eele6tions with the teacher merely suggesting.a 
It is appar~nt that if teachsra are to instill in their stUdents 
• a le!!. or poetry i in addition to a knowledtje of it • there must be a 
change in method* of teaching it. Since verse is one of the arts 
. of souna,10 it f~llows that poetry o!IIIXI.ot be truly appreciated until 
' . 
· it is voiced. Too many class lectures in the literature class are 
' 
merely a retell~ of material which ths student could read for 
' himself from a b¢1o):. These lectures would be of more value if they 
. 1 
conveyed someth~g which could only be given by the voice. It ia 
B Stratton,: Clarence, !.!!!!, Teaching .2!, English~.!!!!. !!!f1!. School, 
j P• 57 • 
9 Seely, op. cit. • P• 212. 
lO Supra. p • 10. 
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·comparatively easy to lecture about literature, "but what students 
·especially need ~a to be brought into direct relationship.with 
· literature in its essential, absolute oharaoter1 so that the very 
:highest for.m of itterary lecturing :I.e interpretative reading.ell 
Obviously, part of the equipment of awry teacher of poetry should 
be the ability to read aloud "withoUt attempt at elocutionary effect, 
but t'oroet'ully ~ in a manner calculated to bring out what the 
· author intended to get in his vocal values, 8 12 "Teachers should 
' cultivate a sympathetic voice and an insight that will lead theln 
to bring out what is in a poem, They should not rant, nor should 
they read in a aing-song mannsr, 11l3 
In addition, to the teacher's reading aloud, the 11tudente should 
be encouraged to read verse, also, tor it "is an essential part of 
the process ot &Wakening appreciation in many 1nstances."l4 Uies 
Gullan writ«<st 
For almost all of us, though we may not know it, there is no 
suoh sure way of becoming aware ot the beauties of' poetry as that 
of speaking the poems aloud ourselves. This is true for children 
too, And there is no such sure ~ of understanding poetry as 
that of hearing it spoken and speaking it aloud many times unt:l.l 
the meaning, which all the time :l.s becoming more and more certain, 
is at last clear and complete and vivid in the child's mind. To 
spend· time in explaining meanings in poetry :I.e oi'ten to waste 
11 Coroon, Hiram, ~Voice~ Spiritual Education, PP• 36•37. 
1 12 Morrison~ Henry c., ~Practice ~Teaching !!:! ~ Seoon~ 
School, PP• 36~61 • 
13 Bolenius• Emma Miller, Teaching Literature ,!!:!. ~Grammar 
Grades.!!:!~ School, P• 18, 
14 Uorrison~ ~ oit., P• 361. 
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time in the llllici flats and shallows instead of enjoying the fresh 
tBllg of the sea-wnves Olld their hardly-overcome buf'tetings~l6 
However, the teacher of an adolescent group will have some diffi-
! . 
oulty in getting her pupils to read aloud. They are awkward and 
eelt~oonsoious and their voice meohanisma are undergoing a change 
which :malale them hard to control. They IU'tl afraid of sounding 
foolish or atfeot$d. They either have ~a false modesty in oral 
' 
interpretation. which prevents entering into the spirit of the poemn 
or they read w1th
1 
"a careless rapidity • • •• a supell;'fioial 'skimming' 
' . 
which• unless it ~s required and done with dramatic concentration. 
ruins whatever 1s read.nl6 It is especially essential that the 
I 
teacher of an adolescent group be able to give the right training 
in oral interpret.tion of poetry as well as being able to interpret 
' 
for her olase, for it is tho best time to lay the foundations for 
effective speaking and a love of poetry which will be lasting. 
i 
The goal to be attained in the reading ot poetry with studente 
b "actively appr.oiative understanding, 0 dz phases of which .area 
' 1. To discover and comprehend the poet's theme or hie story. 
2. To find the poem's essence and to assiat it in having an 
enriched and individual signii'ioanoe for our pupils. 
5o To partieiipate with sympathetic undBI'I!Itrmding in the 
lives of the people we find in poetry. 
4. To vlsualiae the places to which the poet takes usa to 
respond to the :poem's atmosphere. 
6. To fall into step with the poem's movement• to surrender 
to its mood. · 
6. To o~~erVe the poet's skill in achieving the purposes of 
this poem • 
16 Gullnn Marjorie, and Percival Gurroy, Poetry Speaking ~ 
Children ~ ,h, ,P• 2. 
16 Untel'llleyeJ!>, Louie, and Carter Davidson, Poetry• .!!! Appreoia-
i!!a 2!!_ En,1oyment. P• 489. . 
11 Seely, ~ oit •• P• 130. 
I 
I 
! 
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Initial study on e. new poem should usually be done in the class. 
Ii' the poem is a~elgned without the students' having had an intro-
duction in olaes, unfamiliar imagery !UIIl subtle theme are lost and 
· only dleoourage~nt and distaste result. It will be difficult to 
overcome this opposition and lack of interest.l8 It would be far 
better for the teacher to read the poem to the olaae "in a simple, 
conversational manner, avoiding elocutionary vocal tactics" keeping 
in mind that "11'. under-emphasis is monotonous in effect, • over• 
expresdon' can ~e almost revolting, &.nd to no one more then to 
high-school boys.and girla."19 After the teacher has read the poem, 
. students should be invited to read it the way they think it should 
be read. The resultant discussion of various interpretations and 
meanings will ad~ to the enjoyment because of the group participation, 
the interchange c>i' ideas, and the new meanings which will be dis• 
covered, 
After the llllianing bas been revealed and the lllllsic of the words 
made evident, then is the time when a more detailed technical study 
:may be done. ~ely will the· study of rcyme schemes, figures ot 
speech, and hiotorlonl background give motivation for the appreoia-
,tive reading of a poem, but the oral, communal approach will motivate 
' 
' ! 
further study into the matter of "why" and "how." First get the 
interest and stir the enthusiasm and then lead the student into the 
lS Fairchild, Arthur H. R,, ~ Teaching .2£. Poetry _s ~ 
~ School, P• 72 •. 
19 ' Seely, ~cit., P• 214. 
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I 
study of the facts of history just as far as he will go without lose 
I 
of interest.20 Poetry should not be used merely "as a peg upon whioh 
'to hang all manner of extraneous •work,'" yet there are "all too 
·many students who feel that they understand the poet as soon as they 
' 
, are familiar with the dictionary definition of all the words oon-
, tained in a poem~u21 when they oan !loan it, give ite rhyme scheme, 
and a b:l.ograpcy of the author. "If this narrow definition of mean-
ing is ine1ated l;lPOn, all the !!!!.IIIBaning will escape, leaving 
the poem as flat and taeteless ae warm ginger ale. 1122 
The defenders of the technical approach and emphasis in the 
study of poetry would have us believe that its purpose "is the in• 
orease of appreciation," and "that unless we are familiar with oertain 
of its mechanics we cannot enjoy poetry as 11'11 should. n2S Hcnrever, 
there are many things in everyday lite which require no technical 
knowledge ot their operation or construction to enjoy, .as the 
' automobile, the radio, and a symphony concert which 1!111.3>' be enjoyed 
without a technical knowledge of the instruments involved, It 
technical knowledge makes a partioullir poem eallier to understand, it 
should be taught in that connection, but "there seems to be no reason 
for the formal study ot versification for ita own sake with ~gh­
eohool pupils.1124 This study is a highly involved one and requires 
20 Fairchild, op. cit,, PP• 62·83. 
21 Raubioheok, Letitia, Teaching Speech~ Secondary Schools, pp.~6 • 
22 Lea. cit. 
--211 
·.· . it 192 
· ::S~ely,, op. ~ P• • 
24 Ibid,, PP• 193•94, 
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a higher level ~ poetic discrimination and intellectual maturity 
than is usually ~ound in the high school. · "Consequently, for the 
high-sohcokpupll an adequate formal study oi' the eubjeot is unwise, 
> ' 
even impoesibleJ: and an elementary etudy ie simply tutUo." 25 
' Class disou~sion and reading of the poem give an opportunity 
to the skilltul teacher for calling attention to the poet's skill, 
. in the use of words. Gradually the students themselvee will come 
to a sensitivene~s of the poet's manner of expression •. 
' They will flnd rare pleasure in a perfect word, a phrase that 
says and teal~· and pictures at the same time, a line that dances, 
or trudges, or staggera, or laughs, or weeps dejoctedly. This 
kinahip with tho spirit ot veree comes with the understllllding ot 
poetry and with increased skill in reading it aloud. It is not 
achieved by overt study or techniques tor their ovm sake.26 
> ; 
Teachers ot ':poetry realize tllat it is practically impossible 
' 
' to make out or a~eter a test which will adequately indicate the 
decree to which a student has assimilated the meaning and mood ot 
a poem. Theme •. ~orm, lite ot the poet, and the literary background 
--baing tactual material--may be tested, but the daepe~ things having 
to do with parso~l appreciation and enjoyment are harder to subject 
to a testing program. "The best evidence ot one's rapprochement with 
'a poem is the qua!11ty of one's oral reading ot it. One's active I!Uld 
! 
complete response is· indicated in thie reading, not only to the 
reader himself bu,t also to hie hearerso 112'1 It this is trtie, why not 
26 Fullington, James F-, "Versification in the IIigh Sohool," 
English Journal, ~. s. Ed;.,,XX.(June, 1931), 484. 
I 
I 
' 26 . Seely, ~ cit •• PP• 1'12-'13. 
' > 
2'1 Ibid. • P•! 122. 
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~xamine a student~s knowledge ot a poem ~ having him read it aloud? 
' 
' 
His oral reading will give a better indication or what he hae learned 
intellectually an~ spiritually than ~ examination questions would 
reveal. Assuming, or oourse, that the student has had the training 
whioh will enable; h1m to use his voioe oorreotly, hie reading of a 
given poem will reveal more certainly what he has received from it 
than ~ amount or questioning. Even the uncultivated voioe would 
reveal this to some extent, tor 0 reading reveals the reader's 
spiritual appreciation or the abs~nce ot it.n26 
The pupil Who, in some adequate measure, has been made sensible 
of' the beauty, inspiration, and pOifBr ot poetrya who has been 
led to feel the awakening and liberali£ing etfeot of a single 
great poem, Who has leiU'nl!d not merely to talk about poetry in 
the classroom bUt to read it with delight in his leisure hours, 
has learned the seoret ot2biterary appreciation. No teacher oa.n bestow a t+zter gitt. n 
The following ohapter will show in what respeote ohoral speaking 
may be used ~ the teaoher as an aid in the bestowal ot this "titt. 0 
28 Corson, ~ olt., PP• 65-66. 
29 Fairohild1 .21!.!. oit., P• 91 • 
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XII. CHORAL SPEAKING AN AID m THE TEACHmG OF POETRY 
The values of choral speaking in a general way have been dil• 
' 
'cussed in a previous chapter.l The vnlues are claseii'ied aa 
' 
artistic and educational. Thia chapter will include a discussion of 
the educational objectives which are "probab~ its primary, and per-
haps greatest, ~lue.n2 
Miss de Banke saya that teachers of English are the ohiei' ones 
interested in chQral speaking. She continues a 
This ia fortunate for there is no more effective approach to 
the appreciation of literature than through choral rendition. The 
value or adding 'to the understanding and appreo~ion or good 
literature the communal enjoyment of ita oral interpretation ia 
eo sound that. I feel that the establishment of choral speaking 
in the English department ie inevitable.& 
Uaw do choral speaking techniques and objectives correlate with 
those of the teacher of poetry? Kay this method of approach be the 
fulfillment of the acknowledged need among teachers tor a better way 
of presenting poetry to their olasaea? The following pages will. 
assay an a.newer to these and similar qu11etiona. 
The qual1f1oatione of the English teacher and the conductor of 
a verse choir correspond tor both must be lovers of poetry and should 
like to read it silently and aloud. Both need a knowledge or the 
types or poetry, and a background of the history of literature and 
1 Supra, P~· 6·7. 
2 Swann, ioiona, 2 Approach~ Choral Speech, P• 11. 
3 !!!.!!. ~ ~ Choral Speaking, P• 23. 
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• 
poetr,. The English teacher, as well as the choir leader, needs to 
. have an ear tor ~oetio sound patterns and rhythma her aim, like the 
director's, "is to quicken the poroeptione of the class eo that they 
may be able to r.el intensely the emotions and thoughts expressed 
by the poet. n4 The choir leader must have a technical lmawledge or 
good speech habits eo that he may give training in the proper use 
, ot the voioBJ ev~ry teacher or poetry should equip himself' with a 
like training so that he may not be handicapped in revealing to hle 
students the music or spoken verse. The director of a verss-spea~ 
group met nhave pawer to help hie pupils think truly, feel sensitively 
and deeply, and to express the thought and feeling 'llith spontaneity, 
as well as with un1ty.n6 A suocesstul teacher or poetry onn do no 
more. 
Any poetry class contains the makings ot a verse•speaking choir, 
tor a apec1al training in speech is not a prerequisite to membership 
• in a ohoir. The· ohoil' provides such training. The students in an 
Englioh olaee are 1n olose touoh with the hiatoey or poetry and knaw 
something or its oharaoteristioea they will understand aimple poems 
more readily than a group or people 'llho are entirely out ot touoh 
with poetry. This underatanding is eeaential for "the author's 
thought IIDlSt be realized, and the imagery and Spirit Of the poem 
·assimilated to Give expression of it."6 Progress will be more rapid 
4 Burdoall, lie.rjorie E., Praotioal Methode ~ Choral Speaking, 
Marguerite ¥· De Witt and othel's, P• 183. 
6 Ibid., p,.. j 180. 
6 Ibid •• Po.l8lo 
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with a group who already lmow some~hing about poetry, even if they 
' lack speech tra1Iilng, than with one in which the members have no 
direct experience with poetry • 
The primary: object in teach~ poetry is to give "en appreciation 
and a joyous delight in the individual poemJ a comprehension of ita 
. . I 
• 
meanlnga a feel1Iig for its emotiOlU).l tonea end enjoyment of the 
· beauty of 1 ts diction, style, end :farm. n? Teachers Vlho have experi• 
., 
I 
mented with choral speaking in ooml.ectlon with the teach1Iig of 
' 
English testifY to its effeotivene~ea An Englloh instructor in the 
! 
i 
John Burroughs School, St. Louie, ~ssouri, wrlteaa 
Perhaps the moat heart-warming result of the work with this 
group was their heightened love 1 tor poetry. At their 011n re-
quest, part ot each practice period was devoted to reading 
aloud poems whloh they brought :in or asked for, end neither 
the lunoh-bell nor the entrance of another class would break 
their rapt attention. • • • To make speech chorus work ot 
most value in regulo.r English courses, the easenoC!I of the 
problem le to ohooee poems whlc~ will appeal to the class, 
and, at the same time, by thelr'inoreaeing literary quality 
bring the students to more and ~ore subtle appreciation of all 
the various types of poetry and:r~hmio prose.n8 
., 
In an article in ,the Christian SoiGnee .Monitor ot Aucust 14, 1934, 
Karla v. Parker asserts that choral speech work fostered a love of 
poetry among their students, also. I She says that the librarian ot 
! 
, their school has ,never in her expe~lenoe lmO'IIll such a demand for 
, books and poems.9 Another teacher.) says that 0 one of' the English 
1 
teacher's main objectives is to br~g genuine enjoyment of' good 
' literature to hill students," and alie can "think of' no surer nor more 
1 Fairoh1ld, Arthur H. R., ,!!!i Teaoh1Iig ~ Poetry .!!!, ~ ~ 
! School, PP• 82·8~· 1 
, 8 Mares, Della SmitJ:l, Praotio~ Methods in Choral· Speaking, Mar· 
, guerita E. De Witt and OUleli'U, PR• ·llb-16. -
i 9 "Choirs ft!.at Do !lot Sing, Christian Soienoe Monitor, XXVI. 
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interesting a way than by this fascinating kind of' aboral apealdng. nlO 
W.oe Gullan::ancl. Hr. Gurrey havo inquired the reeulta of the worlr: 
from teachers of both Infant and Junior eohoole who have been 
I .,. 
·; 
using ohoral speaking in their ola.see• 
Theee teaohere have put it on .reoord that the results or ohoral 
speaking are particularly ontiefaotory, not only because by this 
means diction end tone receive suoh good training, but because 
the enjoyment lf;he children have 'in giving expreea1on in ohoruo 
to fine rhythms and rhymeo and ~ivid images gives them a desire 
to learn more and more poetry on their own aocount.ll 
' Naturally, where the worlr: is mrely the old-fashioned ooncert recita• 
tion and used as a meane of memoriz~g, these good results do not 
follow. These delightfUl reeulto oome as the reoult of opeaklng the 
poetry not only oloud but as a group, after the message and mood 
I 
have been assimillilted. "It is this.\ exercising of, the beet powers 
:j 
of the mind and tlhe imagination by means ot the poet's words that 
1o the end and aim of all verse epebs,n Ha, it might be odded, 
i 
Of' all effective teaching of' poetry~ . Since a literature course 
whloh inoludes choral speaking brin4s a realization of the ~direct 
' 
relationship and interdependence of [the written and spoken word,., 
it soeiQ8 not at all unreasonable to :hope that choral speaking •• • 
. i 
. I 
will be installed in the department :or Ene;llah literature, where 
it will be of equal value to instru~tors and etudenta,nl3 
' 
10 ' .· ! 
Burdsall, ~ cit., P• 188. ; 
ll . ; 
Poetry Spen!d.ng ~ Children ~,!!.. PP• 139-40. 
' 
12 Gullan, J.!nJ'jor1e, .!!!!!_ Speeo~ Choir, P• 268, 
. I 
13 de·Banke,·ceo11e, The ~!!!l Choral Speaking, P• 171 • 
... , 
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Although th~ ohiet' end in teaching poetry is to foster a li)j;:ing 
' i tor it and an appreciation ot' it, there are times when some knowledge 
· ot the technique• ot verse ill neoellall.l'y tor appreciation, This 
. . ' 
, teohn:j.oal material receives the gr,ater ll.lliOunt ot' emphasis by some 
·teachers and it is this msohanioa1·\v1ew of poetry which makes it 
, I . 
dietaeteful in 11181\V inetnncea~l4 ~ connection with choral speech 
' .. 
work, the students become aware o.f' !such things as rhythm, rhyme. 
·i ; 
stanza patterns, ~nd the poet's USEI of words which help him to 
. I 
create the mood or tell the story, :i They learn that "the colore on 
' . 
the poet's palettb are worda, 1116 an~ that a study ot the poet's 
artistry in ohoioe ot' words is the beginning ot literary appreciation. 
I ·' • 
They learn the,t v•rbs and adjective$ are the most important words 
in poetic diction and that noune ~ given poetic values because of 
' ' J 
I .) 
the verbs and adj~otives with 'lllhioh1\they are aseooiated,16 "The 
' I 
analysis of poeticl artistry is part,lot their growth, their aware-
. ' i 
ness, end their delight.nl7 Form 1fl. lese obvious in oral presenta-
' 
" 
tion than when wr~tten, but the spe~g choir "must be able to 
. ' 
communicate to its listeners the various poetic .f'OI'ms. 1118 In order 
to be able to do this, it "must havei a very sharp mental 
I 
' 
.I 
I 14 Supra, pp, 69, 64-66. i 
I 
16 ' :! de Banke, ~ cit., P• 176. 
1 : ' ' ' 6 Fairchild, ,Arthur H. R., op,·ioit,, 
17 de Bf1Illce,· .!!£:_cit. • P• 176, 
18 . : 
Ibid., P• :1.70, 
i 
I 
I 
.I 
i 
' ' 
PP• 123-24 • 
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' 
the form, and must makll it i'dt quite definitely by means or length 
, ot pause, leneth or termlllal sounds_, and B.coentuation of rhythm.nl9 
. "Studies in the recognition or rhythm, rhyme, and atanza_pattern 
will form the baaia of all our lnt~r choral work, n writes W.es Gullan,20 
Teaching the i'ormo of poetry 1nolu~es rhythm'or various kinds, the 
•' 
efi'eot of variety in rhythm, the value of pauses, the nature of 
rhyme, alliteration, assonance, onbmatopoeia, and stanza 1'orms.21 
There is not one or these which o~ot be included incidentally and 
' 
with mere luting efi'eot in oonneotion with the oral, group preeen-
' 
tation or poetry, In addition to becoming aware of the techniques 
of verse, students will learn to get the meaning and mood of the poet 
so that they may' speak his verse well, tor no oral expression ia 
attempted until the speakers have penetrated into the workings of 
' I 
the poet's mind.'' This· process of poming into an understanding· of 
I 
1 
'l'lhat the poem says will lead natur!llly and logically to an interest 
' i 
, in the Bllthor, ,his background, and: his personality. 
Choral speaking is an aid t~rd the ultimate objective of all 
eduoation,--the general aims of ani enriched social and cultural life 
I 
· not only in school but throughout ;U.!'e. Disouadon of poems in 
, school leads the, students to auk p~rmlasion to speak certain poems 
. ! . . 
1 which they have hoard or read themlselves, and nearly always they oome 
1 to desire to carry on the work at ~ome,22thua making poetry not 
•. 
only a leisure pursuit of the students but also bringing poetry into 
' I 
the home where other members of thl, fami~ will be interested. 
i 
19 ~cit .• 
20 Choral Speaking, P• 43. 
21 Stratton, op. ott., PP• 6~102. 
22 '--Gullan, .!!f!. oit., P• 9. 
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I. 
:Since a verse oht;llr 1s a cooperative activity it gives training in 
I i • ' 
1social relatione4ipe, working for tho beet of tho group, and 
.responding to dlieotion of the leader. The students learn to under-
stand ud enjoy ~ostey for themselves and to share thle enjoyment 
' . 
with others. 11f:bough they may never actually speak poetry after tbey 
leave the choral 'class, tho artistic experience in which they have 
shared will nove~ be forgotten.n23· ~hey will retain throughout lite 
the i'eellDg of aoquaintanosship with poetry and its makers. It is 
probable, especia~ly with studenta·in the high schools or colleges, 
that those who haw learned to love poetry through speaking it will 
be instl'Wnental i~ organizing verse-speaking choirs in their clubs · 
.and churches after they have finished school. ~he use ot choral 
speaking by adulte in oonnootion with sw:mner Clllllps, olubs, and as an 
aid in social adjiUitl!lflnt 1s becoming widespread, especially in 
America.24 
Choral speaking does not pretend to replace the dramatic 
activities found in moat schools. I.t is used with the drama. but 
lt is definitely not acting. An etteotive use is in oonnootion with 
the voice training.neccaear,v as a preliminary to dramatioa. It has 
en advantage· over 'the drama as ·an educational activity since it doee 
not emphasil!e acy 1 one indivldual126 the whole group benefite from 
choral work and there is a democratic spirit in it often lacking 
in dramatic activities • 
23
.Gulle.n, Of• oit., p, 2. 
24 . ·,· . 
de Da.nke0 : .2e!., cit., PP• 
: 26 Uol'n! John Louie, "The Sp~eoh Chorus." The English Journal, 
H. s. and Col. ed1tion, XIX (June, 1930), P• 480-:-
13 
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Tho use of choral speaking in the teaching of poetry helps to 
break down the students• dislike for it,••a dislike. resulting from 
, a too intellectual analysia of it without a realization of ita 
, meaning and beauw. and the distaste for "memory gems."26 It has 
already been stated that poetry should not be a 11peg11 upon which to 
hang all kinds of extraneous 1'work.027 In many oases, an inBight 
into the poet's massage and ho'ir he has achieved hie effeote will 
• lead naturally to a study of tho man and his relation to the period 
of literature to whioh he belongs. Instead of becoming "work" 
assigned b,r the teacher, such study comes ae the natural result of 
aroused interest. and curiosity. Although memorizing poetry is 
usually a distastefUl task to students, it may be made an almost 
unoonsoious process when done in connection with ~ choir. Poetry 
"appeals to the ~gination and the emotionas • •• to the heart 
rather than to the head, To learn 'by heart 1 might be called learn• 
ing through tho imagination and emotion, rather than through the 
intellect or 'b,y: rote•'"aa Choral speaking provides a way of 
~morhlng "b,y he,art." Traditional educational methode have been 
criticized because they are too muoh ooncernsd with intellectual 
analysis. ~e neglect to strengthen habits of concrete appreciation 
of the individual facta in their fUll interplay of emergent values, 
and • • • merely emphaBize abstract fo1"lmllationa which ignore thia 
2B Supra, PP• 69-60. 
27 Supra, PP• 6S.64. 
28 Kepple, ~lizabeth, !!::!. TeachingS:, Ohorio Speech, P• 20, 
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aspect of the interplay of diverse values1" education, to be 
effective. should try to "eatief1 the itch of youth to be doing 
SOlllething. n29 C!:foral speald.ng does this by giving the students a 
ohanoe to feel and live the verse they are speald.ngJ their "appre-
ciation of poetic forms and ideas is aroused, and their imaginations 
are etimulated.•3P Not only i~h!~e for the members of the choir, but 
those who make up the audiences at public demonstrations or programs 
enjoy hearing poetry read in this vital ~~~~.~~ner. llsey people are 
getting a new vision of .the possibilities of poetry through hearing 
it spoken chorally. Large audiences are attending programs of spoken 
verse both in Europe and tho United States. One high school teacher 
who trained a gl'oup of five boys and seven girls-who wezoe absolutely 
without previaus tzoaining--tells of her experience 'l'•hon they 
presented a progr&lll ot poems in the high school aesemblya 
At'ter the first line, I forgot to be tense, and began to be 
thrilled along with the rest of the audience• for higb-sohool 
people did enjoy that poetry. It was an outstnnding feature ot 
the programe for the year. • • • In this case poetry had become 
an experienoe3io a small group and somewhat a revelation to a whole aohool. 
The pleasure of sharing this poetry experience with an audience, 
though not the primary purpose of the worok, is an effective ~ to 
break down the feelings of dislike tor poetry, social approval, 
more than any other· thing, will help students realize that poetzoy 
is a vital, pulsating thing closely akin to life and not just a lot ot 
sentimental obscurity • 
29 Chapin, Elsa, and Russell Thomas. A New Poetzoy.p. vii, 
quoting Whitehead, Science 2 ~Modern 'iibntt', 
30 Loar, Grace, Practical Methods in Choral Speaking. U&rguerite E. 
De Witt o.nd otheros. P• 201. -
31 Ibid •• PP• 290-0lo 
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XIII. CONCLUSION 
The foregoing chapters have endeavored to give a clear concep-
tion of the values, objectives, and methode of choral epealdng, with 
euggeetlone as to cho.loe of material and procedure. Mention has 
been made of the prevalent dislike for poetry among students an4 
reasons for thla d1Bl1k:e have been suggested. Choral speald.ng, if 
proper~ conducted, helps to do away with thle dislike and at the 
same time ie a teaching a1d which oan be easily adapted to almost 
any type of literature olaas where the emphasis ie on poetry. Good 
results will follow only if the work is based on good speech habits 
and a desire to enter more fully into the IIIBS&age of the poet. flhere 
it le done merely for display and entertainment purposes, little 
good will result and probably a great deal of harm. 
We would hesitate to recommend that every English teacher or.;. 
ganlze her class into a speech choir. Her own qualifioationa and 
the oircumstanoes must determine whether she can use this method to 
advantage. Nel ther would we advocate the group epsald.ng of every 
poem studied in class. If it is done at all, selection of material 
must be done with care. Under the title, 8 Is Cherie Reading a Fad?8 , 
the English Journal of March, 1936, commented editorially• ~e ocn-
olude that ohoric reading 1a sound it' well done, and meretricious 
on~ if mishandled. lihat are the dangers in the latter direction? 
Overuse, probably more than ~nythlng else.nl 
1 XXV (Haroh, 1936), PP• 242-43. 
--- - _. '!--- '..._,.., 
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However. every English teaohor should be able to read poetry 
· aloud so that ita mndo and meantng may bo reavealed to the students. 
Furthermore, choral speaking has much to offer 1n the way of tnoreaeed 
enjoyment and appreciation beoauae it gives an opportunity for plll'ti• 
oipat:l.on by tho whole group. The careful stucy of a new poem, the 
group d:l.souea:l.on aa to ita mood and menniJlg, tho cooperative effort 
to expresa the poet's meaning in an artistlo way, all these activities 
. enter 1nto the procedure of the verse oho:l.r .2:. the effioient poetry 
class. They oan be uaed effeot:l.vely and eoonom:l.oally for ~ eimul· 
taneoudy. 
Poetry haa loot muoh through :l.ts "e::dle :l.n a land of paper and 
print 1" who kn011'8 but ohoral verse a pee.ld.ng 1e tho .l.!oaes who "will 
lead it baok to ·ita old glories of the living voioe and the hearing 
ot the ear?"2 If it oan onrioh and revivifY the poetical heritage 
of tho student, its modern .revival will not have been :l.n vain. 
2 Gummere. ~anoia B,, E!!!.. Beg:l.nn:l.ngs 2!_ Poetry, P• 467 • 
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XIV. S'UMMARY 
Choral epeo.ld.ng :I.e the o.rt:l.st:l.o interpretation by a group of 
the poet's mean:l.tl.g and mood as revealed to them by a careful stu~ 
of the poem. • ·'rhi~ oral presentation :I.e based on proper speech 
:ha b:l. ta and has nothing :l.n common with so-called "elocution. 11 It 
talala the form oi' refl'ain, antiphonal, l:l.ne-a•peraon, or unison 
speaking depending entirely upon the method which g:l.vea the beet 
expression of the poet's message. It is def:l.n:l.tely not a revival 
or the old-i'ash:l.cmed concert recitation which was merely a parr~ 
.like repetit:l.cm without o:ey thought as to o.rt:l.at:l.o interpretation. 
·A verse choir :I.e ·a cooperative activity Ydth the membora contr:l.but-
1ng ouggeat:l.ona aa to meaning and method. 
At ita best, this work is not done as a stunt or for exh:l.b:l.t:l.on 
, purposes but .with worth-while objectives in view. These values are 
three-fold,--soo~, artiat:l.o, and educational. The educational 
'. 
values are of two k:l.nd-tra1n1ng for better speech and for poetry 
appreciation. The latter :I.e the oh:l.ef concern of this thesis. 
Poetry was kept al:l. ve by oral transm:l.ae:l.on fl'om poet to bearer 
long before the ~a of printing. Even the printed poem conveys same 
idea or the sowid of the words as well as their meaning, but for most 
people this auditory impresBicm from the silent reading of a poem 
:I.e meagel" and i~deque.te. Thus they lose the emotional appeal in• 
herent in the sound of the words. ldusio and poetry are the two arts' 
of sound and haVe much :l.n oommona therefore, the group speaking of 
' poetry dose no voUilenoe to the nature and origin of poetry :l.tseli'. 
• 
• 
The human voice is a complex muo1oal instrument of the wood-wind 
typo. It io capable of producing a large varia~ of' tone-colore 
(something which no other musical instrument oan do) simply by 
. changing the shape of' the mDuth and throat in speaking the vowels 
and consonants which make up words. A cOlllparison of' the ainging 
voice and the speaking voice shows the latter to have a range about 
three times that of' the former. Prof'ioienc~ in the use of' this 
wonderful instrument of the spsaldng-·voice comes with training and 
practice. 
The use or the speaking voice for gi~ power to ~oetry is not 
a modern discoveryJ neither is the idea of' group speaking. In ita 
beginnings, poetry was not Only oral but communal. There are ~ 
interesting survive.la among primitive people today of' early choral 
rituals. The Gregorian Chant is a link in the chain connecting 
primitive forme of communal expression with the modern revival of 
choral speaking. Other liZiks in the same chain are the chorus of 
the early Greek dre.ma and the medieval ballad& with their ref'raine 
spoken by the whole group. 
The f'iret modern performance ot poetry speaking by a group took· 
' place in Scotland in 1922. Mies liarjorie Gullsn directed the group 
and ie still an authority on vsrse•epeaking. The idea was immediately 
hailed with enthuelaem and tho movement, fostered by John llaeefield 
md Gordon Bottomley among othere, spread to other parts of Great 
Britain and Europe. Strangely enough, the United States was slov 1n 
: starting experimentation but einoe 1933 the interest in schools and 
I 
1 college& has been wide-spread. 
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Ho previous speeoh training or poetry experienoe is neoessar,y 
· for the members of a ohoir sinoe the ohoir training inoludee both. 
I . 
' The work1 of oourse1 will progress more rap~dly if the group are 
. familiar with one or the other or both. The number of voices in a 
choir is a matter for the director to deoideJ fifteen to about 
twenty-five is generally oonsidered the most advantageous. If both 
men and women are in the group. the women's voices should exceed the 
men's since they are lighter. The director needs to have a keen 
ear for poetic sound patterns, a thorough knowledge of speech 
fundamentals, a background of literary history, and a deep and 
abiding love tor poetry. Never should the director become a model 
to be copied by every membera his 1\motion is to lead and suggest, 
not dictate. It is well for the director to have several poems 
of the BBIIIIB type and let the group decide which they prefer. The 
initial presentation. of the poems should be an oral one. A study 
of VIU"ious kinds of poems and praotioe in saying them will gradually 
result in an imaginative appreciation and a sympathetic rendering 
of the poet's message which will be a revelation to speakers and 
hearers alike. 
llaterial for group spoaking should be oonsidered in the light 
of the following oriteriaa (a) It should have a oommunal and general 
point of view rather than a personal, (b) It must be appropriatea 
(o) It should appeal to the groupJ {o) Long poems usually need to 
be outa. (d) It must gain by being voiced. The whole field of poetry 
is open to a verse choir. Ballads• both traditional and modern, are 
an excellent ohoioea lyrics may be used if oare is taken in their 
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eeleotionJ dramatic choruses are a natural ohoioeJ Biblical poetry 
has a great deal· to offer) nonsense and nursery rhymes have a real 
valueJ contemporary poetry offers wide posBib1Ut1es1 American 
· Indian and negro verse have a traditioml basie and may be ueedJ 
poetio prose will interest advanoed ohoire. 
Choral speaking has been uoed by teachers of English in an 
endeavor to make poetry oom.e alive for theil studente with hea~ 
wannillg results. , 'l'he Wide-spread dielike of poetry by students is 
largely because it is taughtixlo objeotively, and with too DDlOb 
emphasie on the technicalities of poetry .~d too little actual 
oontaot with ito ·Another element which entera into their aversion 
is the praotioe of assigning "memory gems," A teaoher who can 
herself read poetry eo that its meaning and beauty are made oleali' 
r 
oan do a great deal toward overcoming her etudentsl distaste for it. 
It is even better if she oan help them to read it aloud for them-
selves, Choral speaking in the classroom goes a otep further by 
letting them experience the poetry together, giving an opportunity 
tor speaking it without eelf-oonsoioueness as one of a group, and 
making memorization an automatic process instead of a sot task. The 
oontaot with poetry itself will arouse an interest in and a motivation 
tor .further study about the author, literary background, and suoh 
teohnioalities as make tho poem of more interest and meaning. 
Choral speaking in the poetry olaes oan be made a vital and 
lasting power for good,••and without much difficulty. A good 
teacher of poetry oan learn to load out in speech choir work, for 
the qualifications or a good teaoher and a director are similar. Aqy 
81 
• 
• 
I 
! 
class oan be made into, a', choir or choirs for the ,speaking of' poetry 
since no proviouo• traUling ie neceeao.ry. 'l'he objectives .for the 
stud:r of poatey in the sohpol are exactly those tOI'lal'd which choral 
speaking is directed and the best mathoda of the former correlate 
with the methode of the latter. hence a. opmbining of' the two lllBII.nll 
little extra. time nnd effort but produces better t'esults. The 
greatest appeal ohora.l speaking onn .mke to the teacher ia that it 
helps to break dawn the atudent 1(f aversion for poetr:r by !~laking 
.le~U'Iling nn active re.ther than a. p!lesive prooeao, by maldng 
teohnioa.litiee incidental, by givine; even the hearers 11 .uaw in• 
· sight Uito the beautie!J of poetey, and by mald.Dg his pootio experience 
. something he oan .shBt'e with other11. 
' - : 
There is n poseib!Ut., thli.t choral apee.ld.ng ma;y come into dis-
. 'repute throuc;h mi,euae by thooe who do nClt understand 1 ts purppsea 
. nnd va.\ues. ·Not eveey English teQ.oher oan us13 it in t3Veey class. 
The instruotPr musi; be S\U'e that he understands ita possibilities 
nnd ll!l,ljst then use disorimine.tilln in ita application. When used 
skillt'ul!l'. it will result in.lo.attng benefit til tht3 ohoir members 
nnd the people w~o hear them • 
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